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Preface 


This  book  was  written  in  the  hope  that  it  will  bring  to  young  people 
the  pleasurable  and  profitable  experience  of  creating  beautiful  and 
livable  homes.  Better  home  life  is  urged  on  every  hand  by  those  who  seek 
to  raise  the  moral  and  spiritual  standards  of  modern  youth.  While  the 
authors  do  not  believe  that  a  formal  study  of  interior  and  exterior  home 
design  will  result  directly  in  a  higher  level  of  ethical  behavior,  they  do 
believe  that  young  people  who  learn  how  to  plan  and  work  for  attractive 
and  comfortable  homes  may  find  personal  fulfillment  through  a  highly 
advantageous  hobby  and  enjoy  the  satisfaction  of  the  truly  creative  art 
experience.  In  each  of  us  there  springs  an  instinctive  desire  to  leave  our 
mark  upon  the  world.  A  definite  and  organized  study  of  home  art  projects 
can  help  to  satisfy  this  craving  for  personal  expression  and  can  at  the 
same  time  result  in  better  life  for  the  American  family. 

Design  Your  Home  for  Living  has  been  organized  into  teaching  units 
which  repeatedly  have  been  found  effective.  Chapter  1  is  a  short  inspira¬ 
tional  discussion  giving  a  preview  of  the  whole  book.  It  points  out  briefly 
how  the  student  will  find  the  study  of  beauty  in  the  home  pleasant  and 
profitable.  Chapter  2  deals  with  the  principles  of  art  and  establishes  these 
concepts  in  the  minds  of  the  students.  Chapter  3  emphasizes  the  very  close 
relation  between  art  quality  and  utility.  Chapter  4  deals  with  color  theory 
and  color  harmony  as  it  applies  to  the  various  problems  of  home  and  gar¬ 
den.  The  remaining  chapters  in  the  book  point  out  how  the  principles  of 
design  and  color  harmony  can  be  applied  to  specific  problems  in  home 
furnishings,  ranging  from  accessories  for  a  dinner  table  to  rugs,  curtains, 
and  furniture.  The  design  of  the  house  itself  is  discussed,  including  wall 
treatments,  floor  plans,  exterior  design,  and  garden  effects. 

The  method  of  approach  to  each  of  the  teaching  problems  is  the  one 
which  has  proved  most  effective  in  the  experience  of  the  authors.  When 
interior  design  was  first  introduced  into  the  school  curriculum,  the 
courses  almost  always  involved  much  drawing  and  painting  of  wall  ele¬ 
vations  and  perspective  views.  Gradually,  teachers  have  come  to  realize 
that  few  people  have  need  for  this  technique  in  planning  their  homes. 
They  realize,  too,  that  drawing  and  painting  do  not  necessarily  result  in 
good  taste.  Why,  then,  require  hours  of  bungling  attempts  at  wall  eleva- 
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tions?  The  old  precept  that  we  “learn  to  do  by  doing”  holds  true  in  this 
case.  We  learn  to  discriminate  between  good  and  poor  design  by  practice 
and  experience  in  selecting  the  best  among  many  samples  of  china,  silver, 
furniture,  fabrics,  and  houses.  This  book  suggests  many  ways  in  which 
students  can  be  given  this  type  of  experience. 

The  text  also  emphasizes  the  importance  of  actual  materials  as  part  of 
the  learning  process.  Whenever  possible,  real  curtains,  dishes,  accessories, 
wallpaper,  and  other  easily  transported  objects  should  be  brought  into 
the  classroom  and  discussed  regarding  their  design  and  color.  At  other 
times  the  class  should  take  trips  to  see  furniture  exhibits,  model  rooms 
and  houses,  gardens,  and  installations  of  lighting  fixtures,  bathrooms,  and 
kitchen  equipment.  Many  carefully  selected  pictures  of  these  things  are 
included  in  the  text,  but  pictures  never  can  take  the  place  of  the  real  ob¬ 
jects.  The  alert  teacher  also  will  find  other  ways  of  providing  her  pupils 
with  opportunities  for  experiences  in  discrimination  between  good  and 
poor  design  and  color  of  actual  house  furnishings. 

Special  attention  has  been  given  in  Design  Your  Home  for  Living  to 
beauty  of  design  and  color  in  the  less  expensive  price  range.  The  student 
is  encouraged  to  look  for  good  design  and  fine  color  in  the  dime  store  as 
well  as  the  specialty  shop.  People  should  learn  that  a  high  price  is  not  a 
guarantee  of  beauty.  The  authors  believe  that  genuine  beauty  in  the 
home  is  within  the  reach  of  a  family  with  a  moderate  income.  Discriminat¬ 
ing  taste,  not  money,  produces  the  charming,  livable  home. 

The  illustrations  in  this  text  include  articles  from  the  ten-cent  stores  as 
well  as  those  from  the  museums.  To  the  sophisticated  art  critic  the  simple 
“art  objects”  from  the  dime  store  may  seem  trivial,  but  to  the  average 
young  person  they  are  important.  They  may  not  be  great  art,  but  they  are 
the  kind  of  art  which  young  jreople  understand  and  encounter  in  their 
everyday  lives.  After  all,  the  selection  of  good  design  and  color  in  a  ten- 
cent  glass  tumbler  may  lead  to  the  better  appreciation  of  priceless  glass 
in  the  art  museum. 

Design  Your  Home  for  Living  is  based  in  part  upon  the  textbook  en¬ 
titled  Art  in  Home  and  Dress  by  the  same  authors.  Typical  of  the  dif¬ 
ference  between  the  two  books,  however,  is  the  emphasis  placed  in  this 
text  upon  the  modern  or  contemporary  style  in  homes  and  home  furnish¬ 
ings.  The  authors  have  made  provision  for  the  fact  that  young  people  are 
attracted  to  this  style  and  will  select  furniture,  fabrics,  and  other  acces¬ 
sories  in  the  new  twentieth-century  style. 

Nevertheless  impartial  attention  has  been  given  to  both  the  traditional 
and  the  modern  styles  of  home  furnishing.  Students  should  learn  that 
there  is  charm  in  both  historic  and  contemporary  designs  of  houses  and 
their  furnishings.  Everyone  may  have  his  preference  for  a  certain  type  of 
design,  but  at  the  same  time  enjoy  good  design  and  color  in  other  forms. 
Open-mindedness  plus  discriminating  taste  provides  many  opportunities 
for  the  enjoyment  of  beauty  wherever  we  find  it. 
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Chapter  1 


MAKE  YOUR  HOME  BEAUTIFUL 


The  place  in  which  you  live  is  a  matter  of  circumstance.  It  may  be 
a  six-room  house,  a  twenty-room  mansion,  or  a  two-room  apart¬ 
ment.  It  may  be  located  in  a  great  city,  far  out  in  the  country,  on  the 
rolling  prairies  of  the  Midwest,  near  the  Atlantic  seacoast,  or  high  in 
the  Rocky  Mountains  of  the  West.  Within  a  few  years  the  location 
of  your  home  may  change  and  you  will  find  yourself  in  entirely  new 
surroundings. 

Wherever  the  spot  may  be,  you  naturally  wish  your  home  to  be  as 
lovely  and  livable  as  you  can  make  it.  There  is  something  instinctive 
within  each  of  us  that  craves  beauty  in  our  lives,  and  most  of  all 
within  our  homes.  Remember  always  that  no  matter  how  large  or 
how  small  your  home  and  no  matter  where  it  is  situated,  you  can 
find  a  way  to  make  your  home  more  beautiful.  A  bright  flower  garden 
in  summer;  fresh  paint  on  dingy  old  furniture;  or  pretty,  new  place 
mats  for  the  dining  table  can  bring  a  bit  of  charm  to  a  home  that  you 
consider  unattractive.  Beauty  is  easy  to  find  when  you  have  learned 
how  to  look  for  it. 

Your  part  in  making  your  home  beautiful.  What  role  will  you 
play  in  creating  a  pleasing  home?  Even  while  you  are  a  junior  home¬ 
maker,  you  can  do  much  to  make  your  home  more  pleasant  to  the 
eye.  A  new  arrangement  of  furniture  in  your  own  room,  providing 
greater  convenience,  more  comfort,  and  better  effect  adds  to  pleasant 
living.  This  and  other  projects  such  as  a  new  slip  cover  for  a  living- 
room  chair  or  new  color  paint  for  the  porch  furniture  help  to  make 
your  home  more  attractive. 
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When  you  become  chief  homemaker  in  your  own  home,  the  main 
responsibility  is  yours  for  creating  a  livable  home.  Whether  you  live 
in  a  one-room  apartment  or  a  great  house  with  many  rooms,  the 
responsibility  of  planning  for  beauty  is  yours.  Of  course,  if  you  have 
a  great  deal  of  money  you  can  hire  architects,  interior  decorators,  and 
landscape  gardeners  to  plan  your  home  for  you. 

But  even  with  this  help  you  will  wish  to  know  how  to  select  that 
which  is  truly  beautiful  and  avoid  that  which  is  only  ostentatious 
and  ornate.  Most  people  prefer  to  do  their  own  planning  and  to  do 
some  of  the  work  themselves.  Indeed,  one  of  the  homemaker’s  most 
interesting  duties  is  to  become  a  creative  artist.  It  is  she  who  selects 
the  furniture  and  the  draperies,  arranges  the  rooms,  chooses  har¬ 
monious  colors,  and  creates  a  beautiful,  homelike  effect.  All  this  can¬ 
not  be  accomplished  in  a  moment.  It  takes  time  to  learn  how  to  be  a 
“home  artist.” 

Learn  to  be  a  “home  artist.”  The  homemaker  who  creates  a 
beautiful  home  is  truly  an  artist.  This  does  not  mean  that  she  paints 
beautiful  pictures.  It  means  that  she  knows  how  to  hang  pictures  on 
her  walls  so  that  the  effect  is  good.  She  need  not  know  how  to  design 
interesting  drapery  fabrics,  but  she  knows  how  to  select  the  right  pat¬ 
terns  for  her  own  windows  and  walls.  She  may  not  know  how  to  do 
“hand-painted  china,”  but  she  knows  how  to  choose  china,  silver, 
table  linens,  and  table  accessories  which  make  a  delightful  table  set¬ 
ting.  Instead  of  using  brushes  and  paint  to  create  pretty  pictures,  she 
uses  furniture,  rugs,  curtains,  wallpaper,  and  paint  to  create  a  room 
which  is  “as  pretty  as  a  picture.”  She  knows  how  to  select  a  house 
design  that  is  good-looking  and  how  to  plan  a  garden  that  will 
enhance  the  house  which  it  surrounds. 

Do  you  not  feel  that  a  real  artist  planned  the  charming  room 
shown  on  the  opposite  page?  The  soft,  lovely  colors  and  the  simple, 
pleasing  effect  invite  one  to  tarry  a  while  in  front  of  the  fireplace. 
How  to  create  such  effects  is  the  kind  of  art  work  that  you  will  study 
to  become  a  “home  artist.” 

Good  taste  is  more  important  than  wealth.  Our  world  is  full  of 
objects,  some  of  them  ugly  and  some  of  them  beautiful.  The  purchase 
of  almost  any  object — a  greeting  card,  a  handkerchief,  a  davenport, 
an  automobile — presents  a  problem  in  the  choice  of  good  design  and 
color.  If  you  know  how  to  make  the  right  selection,  your  satisfaction 
and  enjoyment  in  the  article  will  be  much  deeper. 

It  may  seem  to  you  that  plenty  of  money  is  all  that  is  necessary  to 
secure  the  beautiful  things  of  the  world.  This  is  not  true.  Many  of 
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the  most  expensive  selections  which  you  might  make  for  your  home 
would  result  only  in  inartistic  and  gaudy  rooms.  On  the  other  hand, 
many  less  expensive  selections  can  bring  genuine  beauty  into  your 
home.  Of  course,  many  expensive  things  are  beautiful  and  many 
cheap  things  are  ugly.  What  makes  the  difference?  How  can  you 
select  wisely?  The  answer  is:  standards  of  good  taste. 

Unfortunately,  we  are  not  born  with  an  instinctive  ability  to  recog¬ 
nize  and  appreciate  beauty.  Psychologists  tell  us  that  we  are  born 
with  the  ability  to  appreciate,  but  what  we  appreciate  is  a  matter  of 
training.  One  person  may  enjoy  raw,  crude  color  combinations  which 
to  another  are  distasteful.  One  girl  may  like  a  desk  lamp  which  she 
calls  “precious”  or  “cute,”  but  judged  by  standards  of  good  taste  the 
lamp  is  ugly. 

This  book  is  intended  to  give  you  experience  in  judging  home 
furnishings,  house  designs,  gardens,  and  many  of  the  numerous 
articles,  large  and  small,  which  are  found  in  a  home.  Do  not  be  dis¬ 
couraged  if  you  cannot  learn  in  a  short  time  to  judge  these  things 
for  good  design  and  color.  Good  taste  is  acquired  gradually.  You  can¬ 
not  memorize  it  as  you  do  a  multiplication  table.  You  must  learn 
some  art  rules  and  learn  too  how  to  use  these  rules  in  each  new  art 
problem  that  you  meet.  Gradually  your  art  judgment  will  improve, 
and  then  you  will  be  on  your  way  to  being  an  artist — an  artist  who 
uses  furniture,  fabrics,  and  accessories  to  create  a  beautiful  home. 

The  big  art  moment  in  your  life.  Have  you  ever  made  something 
which  gave  you  a  thrill  because  it  turned  out  so  well?  Have  you  made 
a  model  airplane  that  really  was  a  beauty?  Or  have  you  completed  a 
stamp  collection  with  every  page  of  your  book  in  perfect  order?  If  you 
like  to  draw,  have  you  produced  a  picture  that  was  a  real  gratifica¬ 
tion?  Have  you  made  a  dress,  a  bag,  a  booklet,  or  a  lampshade  that 
gave  you  a  great  feeling  of  pride  and  pleasure? 

Such  thrills  come  from  creative  experience.  Everyone  likes  to 
create  something  which  is  beautiful.  As  you  study  to  become  a  home 
artist  you  will  have  many  creative  experiences  that  bring  you  satisfac¬ 
tion.  Begin  now,  and  work  toward  the  time  when  you  can  look  at 
your  own  home  with  a  great  feeling  of  achievement. 

Remember  to  be  practical.  In  your  enthusiasm  for  beautifying 
your  home,  remember  also  to  be  practical.  The  delicate  rose-pink 
rayon  satin  bedspread  which  you  select  for  your  room  may  not  long 
continue  to  be  attractive  if  you  have  the  habit  of  sitting  on  the  edge 
of  your  bed  during  the  daytime  or  taking  naps  without  removing  the 
bed  cover.  It  may  be  that  your  room  is  small  and  that  there  is  not 
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room  for  a  comfortable  chair,  so  that  it  is  necessary  to  use  the  bed  or 
couch  for  relaxing.  In  this  case  it  is  much  more  economical  and  gen¬ 
erally  satisfactory  to  choose  a  color  and  a  material  which  will  suit  the 
purpose.  This  does  not  mean  that  you  should  select  a  dark,  dreary 
color  for  the  coverlet.  Instead  of  a  pastel-pink  satin,  you  might  choose 
a  deep  dusty-rose  corduroy  or  a  lovely  blue-denim  material.  Both  of 
these  materials  launder  nicely  and  wear  well. 

There  are  dozens  of  such  problems  as  these  in  the  beauty  treatment 
of  a  home.  The  selection  of  such  items  as  draperies,  rugs,  paint  for 
walls,  a  piece  of  furniture,  or  table  china  should  be  considered  from 
the  practical  point  of  view  before  a  decision  is  made.  In  the  following 
chapters  you  will  find  that  function  or  usefulness  is  always  important 
in  creating  an  attractive  and  livable  effect. 
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Chapter  2 


LAW  AND  ORDER  IN  ART 


This  unit  of  work  will  introduce  you  to  principles  of  design  or 
principles  of  art  as  they  are  sometimes  called.  These  principles 
are  useful  in  creating  beautiful  effects  in  many  different  forms  of  ex¬ 
pression,  such  as  painting  a  picture,  modeling  a  statue,  designing  a 
dress,  making  a  poster,  or  planning  a  room.  Familiarity  with  these 
principles  or  laws  will  often  help  you  to  make  up  your  mind  in  case 
of  doubt.  Suppose  you  are  doubtful  about  the  right  color  to  choose 
for  your  dressing-table  skirt.  Your  knowledge  of  the  laws  of  art  will 
help  you  to  make  the  right  decision. 

You  can  think  of  the  principles  of  design  as  laws  which  will  help 
to  make  the  right  combinations  and  to  avoid  wrong  ones.  They  are 
guides  which  help  us  to  achieve  harmony ,  the  aim  of  all  art.  Harmony 
or  unity  is  the  result  of  law  and  order.  First,  we  shall  try  to  find  out 
what  is  meant  by  harmony,  and  then  to  see  how  it  results  through  the 
right  use  of  the  art  principles. 

The  need  for  harmony 

No  effect  in  color  or  form  is  pleasing  without  harmony.  In  Christ¬ 
mas  cards,  houses,  or  hats  it  is  the  same:  where  there  is  beauty  there 
is  some  kind  of  harmony. 

Now  let  us  see  what  is  meant  by  harmony,  and  how  we  know  it 
when  we  have  it.  Study  the  illustrations  on  the  next  page.  At  the  top 
you  see  two  pages  from  old  photograph  books  showing  a  wrong  and  a 
right  way  to  mount  the  snapshots.  At  the  left,  the  pictures  seem  to  be 
scooting  around  the  page  with  no  intention  of  settling  down.  On  the 
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Wrong  Right 


rhe  difference  between  harmonious  and  inharmonious  effects  is  illustrated  here. 
Top:  Pages  from  two  photograph  albums.  Center:  Tiuo  teacups.  Bottom:  Arrange¬ 
ments  of  articles  on  two  dresser  tops.  In  each  case,  the  second  effect  is  better  be¬ 
cause  there  is  agreement  among  the  parts  of  the  design. 


right,  the  pictures  have  found  their  proper  place.  Edges  and  corners 
conform  to  the  rectangular  shape  of  the  page  on  which  the  pictures 
are  mounted.  The  rectangular  shapes  agree  with  each  other. 

Below  the  two  pages  are  two  teacups  of  the  same  shape  but  with  dif¬ 
ferently  shaped  handles.  You  will  notice  at  once  that  the  handle  to 
the  right  seems  to  belong  to  the  cup,  and  the  effect  is  much  more 
pleasing  than  in  the  design  at  the  left  where  the  handle  does  every- 
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thing  except  echo  the  lines  of  the  cup.  It  is  all  angles  and  the  cup  is 
all  curves.  The  result,  of  course,  is  disagreement.  In  the  second  cup, 
there  is  a  nice  repetition  of  curves  in  the  handle  and  the  effect  is 
harmonious. 

The  diagrams  at  the  bottom  show  two  ways  to  arrange  articles  on 
the  top  of  a  dresser  or  chest.  At  the  left  the  arrangement  is  decidedly 
hit-and-miss.  It  has  no  order.  Each  article  seems  to  have  been  dropped 
carelessly  by  someone  in  a  hurry.  In  the  second  arrangement,  the 
effect  is  orderly  and  interesting.  Lines  and  shapes  seem  to  agree  with 
the  boundary  lines  of  the  dresser  and  the  white  cover.  The  brush  and 
comb  have  been  removed  to  avoid  cluttering  the  dresser  top  and  for 
the  sake  of  appearance. 

Experiment.  Try  this  simple  experiment  to  see  if  you  can  feel  the 
difference  between  harmonious  and  inharmonious  effects. 

1.  Place  a  piece  of  white  paper  so  that  it  covers  the  row  of  “Right” 
arrangements  on  the  right-hand  side  of  the  diagrams  on  page  8. 
Place  another  piece  of  white  paper  so  that  it  covers  the  row  of 
“Wrong”  arrangements  on  the  left-hand  side.  The  papers  should 
meet  in  the  center  of  the  illustrations. 

2.  Slide  the  left-hand  piece  of  paper  to  the  left  so  as  to  show  the 
“Wrong”  arrangements,  and  let  your  eye  move  slowly  up  and  down 
over  them.  Cover  them  again. 

3.  Slide  the  right-hand  piece  of  paper  to  the  right  so  as  to  show 
the  “Right”  arrangements.  Let  your  eye  move  up  and  down  over 
them.  Cover  with  the  paper. 

4.  Do  you  honestly  feel  or  sense  a  more  satisfactory  and  pleasing 
effect  in  the  “Right”  arrangements? 

Beauty  or  ugliness  at  the  same  price.  The  two  filet  lace  doilies 
shown  on  the  next  page  were  found  on  the  same  counter  at  a  bargain 
sale.  Each  one  cost  ten  cents.  They  are  equally  durable  and  both  laun¬ 
der  well,  yet  one  was  a  waste  of  money.  Why?  Because  it  is  very  poor 
and  commonplace  in  design.  The  other  was  a  real  bargain  because  the 
design  is  interesting  and  unified  in  all  its  parts.  Before  reading 
further,  can  you  pick  out  for  yourself  the  doily  which  has  a  harmoni¬ 
ous  and  well-related  pattern?  Try  the  same  experiment  that  you  used 
with  the  arrangements  on  page  8,  covering  first  one  doily  and  then 
the  other.  In  which  case  do  you  feel  there  is  an  orderly  and  harmoni¬ 
ous  relation  of  parts? 

Obviously  you  would  would  choose  the  upper  one.  Here  the  differ¬ 
ent  parts  of  the  design  fill  the  space  pleasantly.  The  center  motif  and 
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Good  taste  is  essential  for  the  wise  shopper.  These  two  doilies  were  sold  at  the 
same  price ,  but  only  the  upper  one  was  worth  the  money.  The  lack  of  pleasing 
design  in  the  lower  one  made  it  a  waste  of  money. 
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the  border  look  as  if  they  belong  together  in  the  same  pattern.  But 
in  the  lower  doily  there  is  definite  lack  of  unity  between  the  oval 
shape  and  the  rectangle  in  the  center.  The  whole  effect  is  unpleasant. 

Good  taste  need  not  be  expensive.  Harmony  need  be  no  special 
strain  upon  our  pocketbooks.  In  the  case  of  the  lace  doilies,  the  good 
design  cost  no  more  than  the  ugly  one.  All  that  was  needed  was  the 
good  taste  to  make  the  right  selection.  In  the  case  of  the  pages  from 
two  photograph  books,  it  is  evident  that  harmony  costs  nothing 
either  in  time  or  money.  It  takes  no  more  time  or  paste  to  place  snap¬ 
shots  harmoniously  than  to  figure  out  the  odd  angles  for  “different” 
effects. 

It  sometimes  happens  that  good  taste  helps  us  to  save  money.  In  the 
case  of  the  two  teacups,  the  first  one  cost  more  than  the  second.  The 
“odd”  handle  made  it  more  expensive.  Actually,  one  could  save  35 
cents  per  teacup  by  selecting  the  good  design.  The  shopper  with  good 
taste  could  also  save  time  by  quickly  selecting  the  teacup  with  nice, 
harmonious  lines.  She  would  not  hesitate  between  the  “cute”  handle 
on  No.  1  and  the  harmonious  lines  of  No.  2. 

Certainly  there  is  no  time  or  money  involved  in  placing  articles  on 
top  of  a  dresser,  at  least  very  little  time.  It  might  take  a  wee  bit  longer 
to  put  your  mirror  and  nail  file  straight  with  the  world  instead  of  just 
dropping  them,  but  if  you  care  about  appearances  it  is  time  well 
spent.  Besides,  you  may  save  time  when  you  want  a  certain  article  be¬ 
cause  the  things  do  not  lie  in  a  jumbled  heap  on  top  of  your  dresser. 

Room  furnishings  should  be  harmonious.  Furnishing  a  room  is 
a  problem  in  design,  and  harmonious  effect  is  just  as  important  here 
as  in  a  lace  pattern  or  any  other  kind  of  design.  The  picture  on  page 
12  shows  the  corner  of  a  room  in  which  there  is  a  beautiful  har¬ 
mony  of  line  and  form.  The  straight  lines  of  the  chairs  and  bookcase, 
the  geometric  pattern  of  the  rug,  and  the  long,  horizontal  lines  of  the 
brick  wall  combine  well  with  the  lines  of  the  ranch  plank  flooring  to 
create  a  fine,  straight-line  harmony. 

Notice  how  the  whole  design  is  made  up  of  a  series  of  well-related 
rectangles  in  the  furniture,  bricks,  and  floor.  Even  the  books  echo 
the  rectangular  motif.  The  curves  of  the  plant-holder  about  the 
chairs  and  in  the  pattern  of  the  draperies  contrast  pleasantly  with  the 
straight-line  effect.  One  cannot  help  but  feel  that  here  is  a  room  that 
was  planned  with  thought  for  harmonious  effect. 

Harmony  is  important.  It  makes  no  difference  whether  we  are 
dealing  with  teacups,  rooms,  or  gardens,  there  must  be  harmony  to 
create  a  beautiful  effect.  In  other  words,  there  must  be  unity.  When 
harmony  or  unity  is  used  as  an  art  term,  it  has  the  same  meaning  as 
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This  room  has  a  fine  harmony  of  straight  lines  and  rectangular  shapes  expressed 
in  the  furniture,  wall,  rug,  and  floor. 


it  does  when  used  in  other  connections.  When  tones  in  music  are 
put  together  harmoniously,  the  result  is  pleasing  to  the  ear.  When  a 
group  of  people  live  together  without  quarrels,  they  live  harmoni¬ 
ously.  Harmony  or  unity  are  terms  which  imply  a  pleasant  relation¬ 
ship  among  the  different  elements  which  are  put  together  to  make  a 
whole.  In  art  we  are  concerned  with  harmonious  relationships  for 
the  eye. 
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Your  study  to  develop  good  taste  and  to  become  a  home  artist 
includes  some  experience  in  using  the  four  principles  of  design: 
balance,  proportion,  rhythm,  and  emphasis.  This  will  help  you  in 
understanding  and  creating  harmonious  relationships. 


A  plan  for  a  notebook  or  portfolio.  You  may  decide  to  keep  a 
notebook  or  portfolio  which  will  contain  illustrations  of  the  princi¬ 
ples  of  art.  You  can  find  these  in  magazines  and  advertising  litera¬ 
ture.  Your  aim  should  be  quality  rather  than  quantity.  It  is  better 
to  have  ten  pages  of  really  good  illustrations  than  to  have  one  hun¬ 
dred  mediocre  pages.  It  requires  no  particular  intelligence  to  find 
many  things  to  put  in  a  notebook,  but  it  requires  real  ability  to 
make  one  or  two  selections  which  are  exactly  right. 

Each  page  should  be  thought  of  as  a  design  and  should  be  well 
planned  according  to  the  principles  of  design.  For  example,  we  have 
already  learned  how  harmony  is  secured  through  the  correct  use  of 
line,  shape,  and  color.  The  pages  in  your  notebooks  should  express 
this  quality.  Instead  of  mounting  pictures  and  writing  paragraphs 
in  a  careless,  haphazard  fashion,  arrange  each  page  so  that  the  pic¬ 
tures  and  writing  will  make  one  unified  whole. 

Select  for  the  first  page  of  your  portfolio  or  notebook  a  picture  or 
design  which  expresses  harmony.  Make  your  selection  and  show  it 
to  the  class  before  putting  it  into  your  notebook.  If  your  teacher 
and  class  do  not  approve  you  must  select  another  illustration.  You 
should  take  great  pains  in  making  your  selection  because  it  is 
through  this  kind  of  practice  that  you  will  develop  better  apprecia¬ 
tion  of  good  design. 

A  report.  Have  you  had  the  opportunity  to  use  what  you  learned 
in  your  study  of  harmony  in  art?  Perhaps  you  have  rearranged  the 
top  of  your  dresser;  perhaps  you  have  made  a  purchase  of  a  greeting 
card  or  a  handkerchief  or  some  other  article;  perhaps  you  have  seen 
and  enjoyed  the  harmonious  lines  and  shapes  in  some  common 
article,  such  as  a  sugar  bowl,  a  lamp,  or  a  book  cover. 


Balance:  a  principle  of  design 


The  word  balance  is  familiar  to  all  of  us.  It  implies  an  equal  dis¬ 
tribution  of  weights  on  either  side  of  a  central  point,  and  suggests 
a  feeling  of  rest  and  stability.  We  like  balanced  effects.  Good  balance 
is  desirable  in  many  things  besides  artistic  arrangements.  A  balanced 

13 


diet  is  best  for  us.  A  well-balanced  personality  is  most  likable.  The 
well-balanced  person  is  stable,  dependable,  and  interesting.  The 
same  thing  is  true  in  well-balanced  pictures,  rooms,  costumes,  posters, 
and  flower  arrangements.  We  like  a  feeling  of  stability  and  repose. 
It  is  more  comfortable  to  look  at. 

The  diagrams  on  the  next  page  show  some  varying  effects  in  bal¬ 
ance.  In  the  first  diagram  two  little  boys  of  equal  weight  sit  at 
equal  distances  from  the  center  of  the  seesaw.  A  bigger  boy  stands 
in  the  center  with  a  foot  on  either  side  of  the  fulcrum.  Both  sides 
are  exactly  alike.  This  bisymmetrical  arrangement  is  called  formal 
balance.  Notice  that  the  weights  are  equal  on  both  sides  of  the  center 
and  that  they  are  placed  at  equal  distances  from  the  center.  If  either 
little  boy  should  slide  in  toward  the  center,  or  if  the  big  boy  should 
lean  to  either  side,  the  seesaw  would  tip.  Our  sense  of  balance  and 
stability  would  be  disturbed. 

See  what  happens  when  the  big  boy  jumps  down  from  the  center, 
runs  to  one  end,  and  jumps  on  behind  one  of  the  little  boys  (center 
diagram).  Down  comes  the  board  with  a  bang!  The  other  little  boy 
shoots  up  in  the  sky.  This  effect  is  decidedly  not  balanced! 

If  the  big  boy  insists  upon  staying  on  one  end  of  the  seesaw,  he 
and  the  little  boy  must  move  in  toward  the  center  in  order  to  bal¬ 
ance  the  board.  This  arrangement,  shown  in  the  bottom  diagram, 
produces  just  as  good  balance  as  the  arrangement  in  the  first  diagram. 
When  the  weights  are  unequal,  then  the  distances  from  the  center  also 
must  be  unequal.  The  heavier  weight  always  moves  in  toward  the  cen¬ 
ter.  Remember  this  and  it  will  help  you  in  arranging  furniture,  in 
placing  articles  on  a  mantelpiece,  and  in  planning  decoration  of 
many  sorts.  This  kind  of  balance  is  called  informal  or  occult  balance. 
Its  use  requires  more  skill  than  simple  formal  balance  because  the 
unequal  weights  must  each  be  placed  at  just  the  right  distance  from 
the  center.  However,  the  results  are  generally  more  interesting.  If 
you  have  studied  physics,  you  will  remember  the  principle  of  the 
lever,  that  a  lighter  weight  at  the  end  of  a  longer  lever  arm  will  bal¬ 
ance  a  heavier  weight  at  the  end  of  a  shorter  arm,  and  the  rule  weight 
multiplied  by  distance  equals  weight  multiplied  by  distance.  So  in 
design  a  larger  or  more  striking  element  located  neare'r  the  center 
balances  a  smaller  or  less  striking  element  further  out  from  the 
center. 

Formal  balance  has  many  uses.  Simple  bisymmetrical  balance 
has  many  everyday  uses.  Most  dresses,  suits,  and  coats  have  formally 
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This  diagram  shores  how  the  distribution  of  weight  on  a  seesaw  affects  balance. 
Top:  Formal  balance.  Center:  Unequal  weights  at  the  same  distance  from  the 
center  destroy  balance.  Bottom:  Unequal  weights  can  be  balanced  by  adjusting 
their  distances  from  the  center. 


balanced  designs.  Many  buildings  are  bisymmetric  in  plan.  Many 
mantel  arrangements  are  formally  balanced.  The  simple  arrange¬ 
ment  of  a  copper  plate  and  two  brass  candlesticks  on  page  16  is  an 
example  of  formal  balance.  This  type  of  arrangement  is  frequently 
used  on  mantels,  bookcases,  and  dresser  tops. 
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A  simple  arrangement  expressing  formal  balance.  The  two  brass  candlesticks  of 
the  same  weight  are  placed  at  equal  distances  from  the  copper  plate  in  the  center. 


The  old  masters  frequently  made  use  of  formal  balance  in  their 
paintings.  Fra  Angelico’s  “Madonna  and  Angels,”  shown  on  the  op¬ 
posite  page,  is  an  example.  The  Madonna  and  child  are  placed  in  the 
center  with  an  architectural  canopy  over  their  heads.  Six  angels  are 
grouped  on  each  side.  The  picture  has  an  appealing  charm  partly 
because  of  the  simple  formal  arrangement. 

The  davenport  group  shown  on  page  18  is  arranged  in  terms  of 
formal  balance.  The  diagram  below  the  picture  shows  the  exact  ar¬ 
rangement  when  viewed  from  a  point  directly  in  front.  The  daven¬ 
port,  coffee  table,  and  Japanese  print  are  in  the  center.  Identical 
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Art  Extension  Society,  New  York,  N.  Y.,  and  Westport,  Conn. 

In  this  painting,  “ Madonna  and  Angels”  by  Fra  Angelico,  for¬ 
mal  balance  is  the  basis  of  the  arrangement. 


objects,  the  end  tables  and  lamps,  are  placed  at  equal  distances  from 
the  center.  The  effect  is  at  once  stable  and  restful. 

Variations  in  formal  balance.  Formally  balanced  arrangements 
are  sometimes  made  by  using  different  objects  of  approximately  the 
same  size  at  equal  distances  on  each  side  of  the  center.  For  example, 
a  pot  of  ivy  and  a  pottery  vase  may  balance  each  other  on  the  op¬ 
posite  ends  of  a  mantel.  Identical  objects  are  not  necessary  if  they 
are  approximately  the  same  size  and  have  the  same  attracting  power. 
Formal  arrangements  are  often  made  more  interesting  by  this 
method. 
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Good  Housekeeping  Studio 


This  group 


of  furniture  and  decorative  accessories  illustrates  formal  balance. 


Diagram  showing  how  formal  balance  is  obtained  in  the  grouping  shown  above. 
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An  arrangement  of  accessories  on  the  top  of  a  chest  which  shows  a  satisfactory  in¬ 
formal  balance. 

The  interesting  qualities  of  informal  balance.  If  all  pictures, 
designs,  and  other  arrangements  were  bisymmetric,  the  law  of  bal¬ 
ance  would  be  quite  simple  to  understand  and  use.  Although  for¬ 
mally  balanced  effects  are  nice,  we  do  not  want  everything  in  our 
world  arranged  bisymmetrically.  Pictures  would  be  especially  dis¬ 
turbing.  Imagine  all  landscapes  and  portraits  with  formal  balance! 
Or  imagine  all  rooms,  houses,  or  hats  with  both  sides  exactly  alike! 

The  arrangement  of  objects  in  the  painting  shown  on  page  21 
shows  informal  balance.  The  tiny  arrows  at  the  top  and  bottom  of 
the  picture  indicate  the  center  line.  If  you  wish  to  understand  more 
clearly  how  the  composition  is  balanced  lay  a  thread  or  string  from 
arrow  to  arrow.  (Do  not  draw  a  line  across  the  picture.)  The  larger 
figure,  that  of  the  man,  is  nearer  to  the  center,  his  shoulder  extend¬ 
ing  over  onto  the  left-hand  side.  This  is  balanced  by  the  smaller 
figure  of  the  woman,  which  is  farther  from  the  center.  The  pitchfork 
is  mostly  on  the  right-hand  side  but  the  house  in  the  background 
is  mostly  on  the  left.  This  carefully  planned  balance  of  forms  creates 
a  very  satisfactory  feeling  of  stability.  Observe  that  the  forms  over- 
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Right 


Silhouettes  of  two  vases.  The  second  one  shows  better  vertical  balance  because  it 
is  not  top-heavy. 

lap.  The  pitchfork  is  in  front  of  the  man,  the  man  is  in  front  of  the 
woman,  and  both  figures  are  in  front  of  the  house.  This  overlapping 
of  forms  helps  to  create  a  feeling  of  unity.  It  “ties”  the  composition 
together.  The  same  idea  can  be  used  successfully  in  arrangement  of 
accessories  on  tops  of  chests,  mantels,  or  sideboards. 

This  painting  was  done  by  an  Iowa  artist,  Grant  Wood,  who  liked 
to  put  into  his  pictures  the  people  and  the  scenes  of  his  native  state. 

Another  arrangement  with  informal  balance  is  shown  on  page  19. 
The  larger  weight,  consisting  of  the  pottery  container,  lilac  branches, 
and  tray,  is  much  nearer  the  center  of  the  chest  than  the  smaller 
weight,  consisting  of  the  candlestick  and  little  statue.  Can  you 
imagine  the  effect  when  the  tray  and  container  with  the  lilac 
branches  are  moved  out  to  the  left  to  the  very  edge  of  the  chest?  The 
chest  tips  up  and  the  candlestick  and  statue  fly  into  the  air!  This  does 
not  really  happen,  of  course,  but  it  seems  that  way. 

Balance  from  top  to  bottom.  Good  balance  from  top  to  bottom 
as  well  as  from  side  to  side  is  necessary  in  order  to  produce  a  feeling 
of  stability  and  repose.  In  other  words,  neither  the  top  nor  the  bot¬ 
tom  of  a  design  should  be  too  heavy  for  a  good  general  effect.  A 
simple  illustration  of  this  principle  is  shown  in  the  two  vases  sil¬ 
houetted  at  the  top  of  this  page.  The  first  vase  looks  as  though  it 
would  tip  over  easily,  and,  even  though  the  bottom  is  weighted  so 
that  it  cannot  do  so,  the  effect  is  unpleasant.  A  vase  should  look  as 
though  it  could  be  depended  upon  to  stay  right  side  up.  Now  turn 
the  book  upside  down  and  compare  the  vase  designs.  The  one  at  the 
right  now  has  a  very  wide  base  and  a  very  narrow  top.  It  looks  awk¬ 
ward  because  the  base  is  so  much  wider  than  necessary.  Flower  stems 
which  were  put  into  the  narrow  neck  of  the  right-hand  vase  could 
not  possibly  need  so  much  room  at  the  bottom. 
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The  Art  Institute  of  Chicago 

This  famous  painting ,  “ American  Gothic”  by  Grant  Wood,  was  cleverly  planned 
by  the  artist  in  terms  of  informal  balance.  The  other  art  principles  are  also  beau¬ 
tifully  expressed  in  this  painting. 
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Johnson-Carper  Furniture  Company,  Inc 


Furniture  in  the  modern  style  lends  itself  to  arrangements  of  both  formal  and  in¬ 
formal  balance. 


Problems  in  balance.  Arrange  for  a  class  period  when  you  will 
practice  making  balanced  arrangements  of  articles  on  the  top  of 
some  piece  of  furniture,  such  as  a  table,  bookcase,  or  buffet.  Bring 
candlesticks,  vases,  pictures,  and  other  objects. 

1.  Make  a  formally  balanced  arrangement  using  identical  objects 
on  both  sides. 

2.  Make  a  formally  balanced  arrangement  using  different  objects 
of  the  same  approximate  size  on  the  opposite  sides. 

3.  Make  an  occult  arrangement. 

4.  Add  one  or  more  pages  to  your  notebook  which  will  illustrate 
formal  and  informal  balance.  Label  each  example,  telling  what  kind 
of  balance  is  used.  You  will  be  able  to  find  examples  of  balance  in 
magazines  and  advertising  materials. 

5.  What  kinds  of  balance  are  expressed  in  the  grouping  of  furni¬ 
ture  shown  above?  Explain. 

Proportion:  a  principle  of  design 

Surely  you  have  heard  someone  say  about  one  thing  or  another, 
“It  is  out  of  proportion."  He  may  have  referred  to  a  chimney  that 
was  too  big  for  its  house,  or  a  lamp  shade  that  was  too  big  for  its 


base,  or  to  something  else.  We  are  very  sensitive  to  proportions  even 
when  we  do  not  know  it.  We  like  harmonious  proportions,  and 
when  one  part  of  an  object  seems  too  large  or  too  small  for  the  other 
parts,  we  feel  that  something  is  wrong.  With  a  little  study  we  become 
even  more  sensitive  to  harmonious  proportions. 

On  page  24  there  are  three  rectangles.  Think  of  them  not  as 
pictures,  doors,  or  Christmas  cards,  but  just  as  rectangles.  One  is 
square,  one  is  long  and  thin,  and  one  is  about  a  third  longer  than 
wide.  Which  one  do  you  like  best?  Choose  the  shape  that  you  like 
best,  not  for  a  door  or  any  other  object,  but  simply  the  rectangle 
with  proportions  which  seem  most  pleasing.  When  a  group  of  people 
vote  on  this  problem,  the  majority  usually  votes  for  the  second  rec¬ 
tangle.  Most  people  may  not  know  the  reason  for  their  preference. 
It  is  this:  The  proportions  of  a  rectangle  approximately  2  to  3  or  3 
to  5  are  most  interesting. 

In  a  square  the  length  and  width  are  equal.  The  effect  is  one  of 
no  variety  and  even  of  monotony.  In  a  long,  thin  rectangle  there  is 
too  much  variety.  The  long  sides  and  the  little  short  ends  are  not 
harmonious  because  they  are  too  different.  Of  course,  this  does  not 
mean  that  a  square  or  a  long  rectangle  should  never  be  used.  There 
are  places  where  each  is  suitable  and  pleasing.  Nevertheless,  when  we 
have  a  choice,  as  in  the  shape  of  a  picture  or  of  a  building,  we  prefer 
a  rectangle  neither  square  nor  too  long  and  thin  but  harmonious  in 
proportions. 

The  aluminum  tray  and  the  pottery  container  which  are  shown 
on  page  19  are  excellent  examples  of  pleasing  proportions  in  house 
accessories. 

The  difference  between  interesting  and  uninteresting  spacing  is 
illustrated  on  page  25.  Each  rectangle  is  divided  into  three  spaces. 
Which  one  do  you  like  best?  Most  people  choose  the  second  one.  In 
the  first  rectangle,  the  three  spaces  are  equal  and  the  effect  is  monot¬ 
onous.  In  the  third  rectangle  the  little  black  spaces  are  too  small  to 
combine  harmoniously  with  the  big  gray  space.  The  effect  is  inhar¬ 
monious. 

In  the  second  rectangle  there  is  a  more  pleasing  relationship  be¬ 
tween  the  dark  and  light  spaces.  There  are  many  everyday  places 
where  this  kind  of  spacing  is  found.  For  example,  the  diagram  on 
page  25  might  suggest  the  best  spacing  for  window  drapes.  If  the 
drapes  are  far  across  the  window  the  spacing  is  uninteresting,  and  if 
they  are  pushed  too  far  back  the  effect  is  inharmonious.  Remember 
that  equal  spaces  are  monotonous  and  very  unequal  spaces  are  in¬ 
harmonious. 
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Three  rectangles  of  different  proportions.  Which  one  do  you  like  best ? 


Good  proportions  in  the  human  body.  Nature  as  well  as  man  has 
created  some  designs  in  fine  and  interesting  proportions.  One  good 
illustration  of  fine  spacing  is  expressed  in  the  normal  human  body. 
The  waistline,  which  divides  the  body  horizontally,  is  not  halfway 
from  the  top  of  the  head  to  the  floor,  but  well  above  the  center.  The 
upper  arm,  lower  arm,  and  hand  are  not  equal  in  length;  the  longest 
distance  is  from  shoulder  to  elbow,  the  forearm  is  about  three-fourths 
as  long  as  the  upper  arm,  and  the  hand  from  wrist  to  finger  tips  is 
about  three-fourths  the  length  of  the  lower  arm.  Would  it  not  seem 
strange  to  see  an  arm  and  hand  divided  into  three  equal  parts? 

Interesting  proportions  are  found  in  other  parts  of  the  body.  The 
length  from  knee  to  ankle  is  about  three-fourths  of  the  length  from 
hip  to  knee.  Bend  your  fingers  and  see  if  you  cannot  find  the  same 
relative  proportions  expressed  in  the  length  of  the  finger  bones. 

The  interesting  proportions  of  the  human  figure  can  be  seen  in 
“The  Indian  Warrior”  shown  on  page  33.  Notice  particularly  the 
beautifully  gradated  proportions  of  the  arms  from  shoulder  to  finger 
tips  and  in  the  legs  from  hips  to  toes. 

Good  proportions  in  everyday  things.  Most  of  us  do  not  design 
great  temples  or  produce  bronze  statues.  However,  we  can  use  good 
spacing  in  many  everyday  art  problems. 

The  room  on  page  26  is  a  good  example  of  pleasing  proportions. 
The  coffee  table  in  front  of  the  large  davenport  is  large  enough  to 
harmonize  well.  This  is  also  true  of  the  small  tables  at  each  end  of 
the  davenport.  It  often  happens  that  the  coffee  table  or  end  tables 
are  too  small  to  combine  pleasingly  with  the  bulk  of  the  davenport. 
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Three  different  space  divisions  in  the  same  rectangle.  Which  spacing  is  most 
pleasing  to  you ? 


The  size  of  the  picture  above  the  davenport  was  well  chosen  for  the 
wall  space  and  for  the  group  of  furniture  below.  Some  home  artists 
might  feel  that  the  picture  could  be  larger  or  that  a  group  of  small 
pictures  could  fill  the  space  even  more  desirably. 

We  shall  discuss  this  problem  in  more  detail  in  a  following  chap¬ 
ter.  Looking  at  the  room  as  a  whole,  we  feel  that  the  furnishings  are 
in  proportion  to  each  other  and  to  the  room.  Another  way  of  saying 
this  is  that  the  furnishings  are  in  scale. 

Learn  to  enjoy  pleasing  proportions.  You  will  have  many  mo¬ 
ments  of  pleasure  if  you  learn  to  see  bits  of  beauty  as  you  go  about 
your  daily  activities.  For  instance,  you  may  discover  a  beautiful  door¬ 
way  possibly  on  your  own  house,  across  the  street,  or  on  your  way 
to  school. 

American  Colonial  architects  designed  some  very  handsome  door¬ 
ways,  and  their  beauty  has  great  appeal  for  us  now.  Contemporary 
architects  have  designed  many  entrances  in  the  Colonial  style.  You 
will  undoubtedly  be  able  to  find  some  of  them  in  your  own  com¬ 
munity. 

Four  of  these  doorways,  designed  in  the  Colonial  tradition,  are 
shown  on  page  27.  Each  of  them  has  its  own  special  charm,  and  you 
will  like  them  all,  even  though  one  is  your  favorite.  The  beauty  of 
a  doorway  depends  considerably  on  the  pleasing  proportions  of  the 
design,  and  architects  have  found  many  ways  to  create  beauty 
through  arrangement  of  spacing. 

The  upper  left  entrance  has  simple  charm  which  sets  it  apart  from 
the  commonplace.  Notice  first  the  two  panels  on  the  door.  The  two 
rectangles  are  in  pleasing  relation  to  each  other,  and  each  one  is  a 
pleasing  shape.  How  ordinary  the  design  would  have  been  if  the 
architect  had  merely  divided  the  door  into  two  equal  panels!  I  he 
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The  Eagle-Picher  Company 

The  pleasing  quality  of  this  room  teas  produced  partly  by  the  selection  of  furni¬ 
ture  which  is  well  related  in  scale  or  size. 


reeded  pilasters  (half  columns)  at  each  side  add  interest  to  the  design 
without  being  ornate.  The  caps  at  the  tops  of  the  columns  and  the 
top  moldings,  or  architrave,  are  also  without  decoration.  The  whole 
design  depends  for  its  beauty  on  fine  structural  form. 

The  entrance  shown  at  the  upper  right  is  an  adaptation  of  the 
fine  doorways  found  on  historic  homes  of  Connecticut  and  Massa¬ 
chusetts.  In  the  design  the  architect  divided  the  door  into  four  panels 
and  again  we  find  interesting  spacing.  The  pilasters  are  flat  and 
reeded,  and  the  architrave  has  a  bowed  face.  Notice  that  the  tops  of 
the  upper  panels  are  also  bowed.  Another  interesting  bit  of  fine 
spacing  is  shown  in  the  dentil  course  just  below  the  edge  of  the 
cornice.  This  type  of  decoration  is  really  a  row  of  small  blocks  set 
like  a  row  of  teeth.  Notice  that  the  space  between  the  dentils  is  less 
than  the  width  of  the  dentils,  thus  producing  a  much  more  interest¬ 
ing  effect  than  if  the  spacing  were  even.  You  will  see  dentil  decora¬ 
tion  on  many  doorways  and  other  parts  of  buildings. 
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Curtis  Companies  Incorporated,  Clinton,  Iowa 
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These  doorways,  copied  from  old  Colonial  homes,  are  all  beautifully  propor¬ 
tioned.  Their  charm  lies  in  their  fine  spacing  and  simple,  rhythmic  lines.  The 
two  upper  doorways  are  severe  in  their  simplicity  but  are  no  less  beautiful  than 
the  somewhat  more  elaborate  doorways  below. 
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In  the  entrance  shown  at  the  lower  left  a  dentil  course  extends 
across  the  cornice  and  caps  above  the  columns.  The  door  has  been 
designed  in  eight  panels  but  they  are  so  spaced  that  the  effect  is 
unified.  The  transom  above  the  door  which  admits  light  into  the 
interior  is  a  practical  feature  which  is  often  desirable.  Notice  that  it 
is  divided  into  five  small  panes,  a  better  spacing  than  six  or  four. 

The  doorway  shown  at  the  lower  right  is  a  distinguished  design 
which  includes  glass  panes  set  into  the  upper  door  panels.  In  this 
case  the  door  has  been  divided  into  six  panels  which  are  beautifully 
related  in  shape  and  size.  The  upper  part  of  the  entrance  is  called 
a  pediment.  This  architectural  feature  can  be  traced  back  through 
the  centuries  to  the  pediments  of  the  Greek  temples.  As  you  study 
the  fine  spacing  of  this  doorway  design  do  not  fail  to  notice  the  pan¬ 
eled  decoration  between  the  column  caps  above  the  door.  The  pro¬ 
portions  between  the  plain  panels  and  the  reeded  dividers  are  espe¬ 
cially  pleasing. 

Proportions  help  give  character  to  design.  What  general  effects 
in  design  do  you  prefer?  Some  people  like  strong,  sturdy  qualities; 
others  like  more  delicate,  graceful  effects.  The  two  drop-leaf  tables 
on  page  29  show  these  two  general  types  of  design.  The  first  table  is 
strong  and  heavy  in  appearance.  The  second  table  is  lighter  and 
more  graceful.  The  difference  in  effect  is  created  largely  by  a  differ¬ 
ence  in  proportions.  In  the  first  the  legs  are  larger  and  heavier.  The 
crosspieces  at  the  bottom  between  the  legs  add  to  the  weight.  In  the 
second  table  the  legs  are  more  slender  and  there  are  no  crosspieces. 
The  proportion  of  the  legs  to  the  table  tops  makes  the  difference. 
Both  tables  are  good  design  and  in  good  taste.  A  choice  between  these 
two  types  is  a  matter  of  personal  preference.  If  you  like  strong,  sturdy 
qualities  in  design  you  will  choose  the  first  table.  If  you  prefer  more 
refined  and  graceful  effects  you  will  select  the  second.  This  difference 
between  types  of  design  extends  to  all  forms  of  art  objects.  There 
is  no  reason  why  you  should  not  like  both  types  of  design  as  long  as 
you  do  not  use  them  together.  Can  you  imagine  how  chairs  which 
match  the  first  table  would  look  placed  around  the  second? 


What  uses  can  you  find  for  the  principle  of  proportion?  1.  Add 
a  page  to  your  notebook  or  portfolio  which  will  illustrate  the  prin¬ 
ciple  of  good  proportion.  Find  a  picture  of  a  dress,  house,  or  other 
object  which  you  wish  to  use.  It  should  be  the  best  example  of  good 
space  division  which  you  can  find.  Write  a  short  paragraph  explain¬ 
ing  why  the  space  divisions  are  good.  Remember  that  margins  are 
a  problem  in  proportion  and  must  be  considered  in  planning  the 
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Consider  H.  Willett,  Inc. 


These  two  tables,  both  of  good  design ,  show  a  difference  in  effect  caused  by  pro¬ 
portions.  Top:  Sturdy  and  strong.  The  legs  are  heavier  in  proportion  to  the  top 
than  those  in  the  bottom  picture.  Bottom:  Also  strong,  but  more  graceful  than 
the  other  table. 


29 


Museum  of  Fine  Arts,  Boston 


Fragment  of  a  palampore  ( bed  cover)  from  India.  This  portion  of  the  design 
shows  a  series  of  borders  expressing  nice  rhythmic  movement. 


page.  It  is  better  to  have  one  page  that  is  perfect  than  to  have  three 
pages  which  are  mediocre. 

2.  Make  a  list  of  twenty  things  in  which  proportion  is  a  factor 
in  securing  beauty. 

3.  Report  to  the  class  any  instance  in  which  you  have  been  able 
to  make  use  of  your  knowledge  of  proportion  at  home  or  elsewhere. 

4.  Make  some  sketches  showing  good  proportion  in  striped  bor¬ 
ders  for  the  ends  of  scarfs,  table  runners,  or  towels.  Use  charcoal, 
black  crayon,  brush  and  ink,  or  broad  lettering  pens,  so  that  you 
can  make  the  stripes  easily. 


Rhythm:  a  principle  of  design 

Probably  the  word  rhythm  suggests  music  to  you.  There  are  march 
rhythms,  waltz  rhythms,  dance  rhythms,  slow  rhythms,  and  fast 
rhythms.  These  rhythms  make  us  feel  certain  movements  in  our 
bodies.  We  march,  slide,  glide,  bend,  and  jump  in  slow  or  fast  time. 
Rhythm  in  art  makes  us  feel  movement  also.  Instead  of  hearing  it 
we  see  it,  and  instead  of  responding  with  our  muscles  we  respond 
with  our  minds.  In  both  cases  we  feel  the  rhythms. 
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The  Royal  Lace  Paper  Works 


Rhythmic  movement  is  produced  in  this  shelf  paper  border  by  a  repetition  of 
similar  curves  in  the  scallop  and  in  the  little  dancing  figures.  Notice  that  the  eye 
is  not  only  carried  across  the  border  by  the  scallops  and  row  of  figures  but  it  also 
moves  up  and  down  as  it  follows  the  tulips  and  upfiung  arms. 

Rhythms  in  lines  and  forms.  Examine  the  pattern  of  the  palam- 
pore  from  India  shown  on  the  opposite  page.  A  palampore  is  a  bed 
cover.  This  palampore  is  a  printed  cotton.  The  part  of  the  design 
shown  consists  of  a  series  of  borders.  First,  notice  the  very  narrow 
bands  of  V-shaped  motifs.  As  your  eye  follows  these  little  arrow 
marks  it  will  move  from  right  to  left.  This  is  a  very  simple  demon¬ 
stration  of  rhythmic  movement.  Now  look  at  the  floral  border  at  the 
bottom  which  is  between  two  borders  of  V-shaped  motifs.  There  is 
another  border  just  like  it  near  the  top. 

In  these  borders  there  is  a  strong,  wavy  line  with  an  easy,  un¬ 
dulating  movement.  The  eye  follows  readily  along  this  curving  stem 
line.  Observe  how  nicely  the  leaves  and  blossoms  fit  into  the  spaces 
created  by  the  curves.  The  widest  border  is  another  floral  band  with 
a  wavelike  stem  line.  In  this  case  the  decorative  leaves  and  flowers 
break  the  line  of  the  stem  somewhat,  and,  therefore,  we  do  not  feel 
such  a  strong  rhythmic  movement.  The  second  border  from  the  top 
consists  of  a  series  of  units  arranged  in  a  horizontal  row.  Although 
there  is  no  line  to  carry  the  eye  along,  the  eye  does  jump  from  one 
unit  to  the  next,  until  it  is  carried  across  the  page.  The  repetition  of 
spots  creates  a  rhythmic  movement  although  it  is  not  as  forceful  as 
the  borders  with  wavy  lines  which  coax  the  eye  along. 

This  palampore  is  so  old  and  rare  that  it  deserves  a  place  in  a 
museum.  Not  many  of  us  can  afford  to  buy  museum  pieces,  but  do 
not  think  that  rhythm  is  confined  to  museums.  You  can  find  it  in 
the  “five-and-ten.” 

Notice  the  rhythmic  border  on  the  dime  store  shelf  paper  shown 
above.  Your  eye  skips  along  from  one  sprightly  little  figure  to  an- 
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Locust  trees  in  winter . 
The  bare  branches 
show  delightful  swing¬ 
ing  rhythms. 


other,  and  from  one  hill  of  tulips  up  and  over  the  next  little  hill. 
It  is  all  planned  in  terms  of  round  little  curves.  The  figures,  the 
tidips,  the  scallops  are  all  designed  in  circular  forms.  Such  nice 
repetition  of  curving  forms  creates  a  pleasing  harmony.  Thus  you 
see  that  rhythm  can  be  bought  for  five  cents  in  the  dime  store.  All 
you  have  to  do  besides  pay  your  nickel  is  look  for  rhythmic  harmony. 
You  can  find  it  even  in  a  shelf  paper. 

A  suggestion  for  your  study  of  rhythm.  Plan  a  visit  to  the  five- 
and-ten-cent  store  for  the  purpose  of  finding  good  examples  of 
rhythmic  borders.  Look  at  shelf  paper,  lace  edgings,  and  china  plates. 
Can  you  find  any  examples  of  rhythmic  patterns?  Do  you  find  any 
which  you  would  like  better  if  they  were  more  rhythmic? 


The  Art  Institute  of  Chicago 


Monumental  statue  in  Chicago  called  “Indian  Warrior”  by  Ivan  Mestrovic.  Its 
rhythmic  quality  is  especially  expressive  of  power  and  strength. 


From  the  dime  store  we  shall  go  to  the  park,  where  everything  is 
free  to  all  who  can  see.  Here  are  lovely  trees  in  winter.  Their 
branches  makes  charming  patterns  against  the  sky,  and  here  we  shall 
find  more  beautiful  rhythmic  patterns.  On  the  opposite  page  are 
branches  from  some  locust  trees.  See  the  long,  graceful  curves  of  the 
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Elizabeth  Haseltine 

A  Christmas  card 
made  by  modeling  in 
clay  and  then  photo¬ 
graphing  the  clay 
model.  The  design 
shows  nice  rhythmic 
repeat  of  forms  and 
pleasing  variety  of 
proportions. 


bigger  branches,  and  the  quick  little  swirls  of  the  smaller  ones.  They 
are  like  staccato  notes  in  a  musical  selection.  Perhaps  you  have 
thought  that  trees  in  winter  are  ugly  and  uninteresting.  After  you 
have  studied  patterns  in  tree  branches,  you  may  think  that  winter  is 
when  they  are  most  beautiful. 

There  is  powerful  rhythmic  movement  in  the  statue  called  “Indian 
Warrior,”  by  Ivan  Mestrovic  (page  33).  The  warrior  is  portrayed  as 
pulling  back  the  string  on  his  bow,  but  the  sculptor  omitted  the  bow 
and  string  as  being  unnecessary  to  the  effect  that  he  wished  to  secure. 
Let  your  eye  wander  over  the  picture  at  will.  Does  it  not  come  back 
to  the  straight  left  arm  with  its  powerful  thrust?  Note  that  every 
line,  angle,  or  curve  is  repeated  in  another  part  of  the  design.  The 
strong  vertical  of  the  horse’s  front  leg  is  repeated  in  the  horse’s  neck, 
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Diagram  showing  three  types  of  radiation  in  rhythmic  pattern. 


The  Art  Institute  of  Chicago 

Gothic  chest.  The  rhythmic  pattern  of  the  wood  carving  is  based  on  radiation. 


in  the  body  of  the  Indian,  and  in  part  of  the  horse’s  uplifted  leg.  The 
curve  of  the  horse’s  neck  is  echoed  in  the  curve  of  the  tail.  The  line 
made  by  the  Indian’s  left  arm  is  repeated  in  the  right  arm,  in  the 
horse’s  head,  the  open  mouth,  and  upraised  leg.  It  was  partly  through 
this  arrangement  of  lines  and  curves  that  Mestrovic  was  able  to  pro¬ 
duce  this  powerful  and  harmonious  work  of  art. 

Rhythm  is  just  as  important  in  small  things  as  in  great  sculpture. 
You  will  find  a  very  charming  rhythm  in  the  Christmas  card  repro¬ 
duced  on  page  34.  The  design  was  made  by  a  clever  sculptress  who 
first  modeled  it  in  clay  and  then  photographed  the  clay  model.  The 
curved  lines  in  the  cherub  heads  are  repeated  in  the  wings,  in  the 
decorative  hair  treatment,  and  even  in  the  little  mouths  caroling 
Christmas  songs.  Notice  also  the  gradation  of  sizes  in  the  heads.  It  is 
a  charming  example  of  variety  in  proportions. 

Radiation  is  a  kind  of  rhythm.  Both  in  nature  and  in  art  we 
find  an  orderly  arrangement  of  lines  called  radiation,  in  which  lines 
radiate  from  a  central  point.  In  the  diagram  at  the  top  of  this  page 
there  are  three  types  of  radiation;  in  the  first  and  third,  lines  radiate 
from  a  central  point,  and  in  the  second,  from  a  central  axis.  It  will 
be  a  simple  problem  for  you  to  discover  which  of  these  arrangements 
of  lines  is  used  in  the  decoration  of  the  old  Gothic  chest  shown  above7 

35 


Curtis 


Clinton,  Iowa 


This  beautiful  Colonial  entrance  has  a  charming  and  beautiful  simplicity.  Can 
you  see  how  each  of  the  art  principles  is  expressed ? 
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Marble  Institute  of  America,  Inc, 


This  lovely  spiral  staircase  is  an  example  of  fine  rhythmic  lines  in  house  design. 
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and  to  find  the  arrangement  used  in  the  fanlight  over  the  door  shown 
on  page  36.  It  will  be  easy  for  you  to  find  many  types  of  radiation, 
such  as  the  veins  in  leaves,  snowflakes,  rose  windows  in  cathedrals, 
and  rosettes.  In  historic  design  this  arrangement  has  been  widely 
used  with  pleasing  effect. 

The  beautiful  Colonial  doorway  shown  on  page  36  is  an  excellent 
example  of  the  three  art  principles  which  we  have  already  studied — 
formal  balance,  good  proportions,  and  rhythmic  line.  The  bisym- 
metric  arrangement  of  the  door  panels,  side  lights,  and  fanlight  is 
stable  and  satisfying.  It  suggests  dignity  and  serenity.  The  panels  on 
the  door  divide  it  into  interesting  spacing,  and  the  division  from 
top  to  bottom  between  the  side  windows  and  the  solid  wood  panel 
below  is  also  pleasing.  Rhythmic  interest  is  provided  in  the  radial 
design  of  the  fanlight  and  in  the  continuous  line  of  the  pilaster,  up 
one  side,  over  the  top,  and  down  on  the  other  side. 

An  unusual  example  of  rhythm  in  home  design  is  shown  in  the 
illustration  on  page  37.  The  spiral  staircase  in  front  of  a  floor-to- 
ceiling  window  in  a  modern  home  is  exciting.  The  great  sweep  of  the 
lines  in  the  steps  and  railings  cannot  help  but  appeal  to  our  sense  of 
the  dramatic. 


Exercises  in  the  study  of  rhythm.  1.  Add  a  page  to  your  notebook 
that  will  illustrate  the  principle  of  rhythm.  You  may  find  a  picture 
of  a  piece  of  sculpture,  a  painting,  a  specimen  from  nature,  or  a 
design.  Whatever  you  select  should  also  express  harmony  and  pro¬ 
portion.  Write  a  brief  paragraph  telling  how  these  principles  are 
used  in  your  illustration. 

2.  Find  a  design  for  a  house  which  you  think  expresses  a  good 
rhythmic  flow  of  line. 

3.  Trace  a  design  for  any  object  which  you  think  has  a  rhythmic 
contour. 

4.  The  following  experiment  is  one  that  you  will  enjoy  because 
it  will  give  you  experience  with  delightful  rhythmic  line  arrange¬ 
ments.  Use  a  small  plate  or  shallow  pan  and  cover  the  bottom  with 
about  one-quarter  inch  of  water.  Then  drop  two  or  three  drops  of 
black  India  ink  on  the  surface  of  the  water.  Some  of  the  ink  will 
float  on  the  surface.  Blow  gently  on  the  surface  of  the  water  and 
swirls  of  ink  will  form.  Then  lay  a  piece  of  paper  on  the  surface  of 
the  water,  leave  it  a  few  seconds  and  remove.  You  will  find  that 
the  swirls  of  ink  have  printed  on  the  paper,  making  a  delightful 
pattern.  You  will  find  effects  which  remind  you  of  the  grain  in  wood, 
clouds  of  smoke,  and  other  things. 
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Emphasis:  a  principle  of  design 

Why  is  it  that  of  the  countless  things  around  us  we  fail  to  notice 
some  and  our  attention  is  positively  seized  by  others?  Why  is  it  that 
when  we  turn  through  the  pages  of  a  magazine  we  stop  to  read  some 
advertisements  and  skip  others?  When  we  spend  a  short  time  in  an 
unfamiliar  room,  why  do  we  remember  one  or  two  things  in  the 
room  and  fail  to  remember  others?  It  may  be  because  we  are  more 
interested  in  certain  things  than  in  others,  but  more  likely  because 
our  attention  is  attracted  in  spite  of  our  particular  interests. 

As  we  observe  streetcar  or  billboard  advertisements  we  may  espe¬ 
cially  notice  an  advertisement  for  soap  even  when  we  are  not  inter¬ 
ested  in  buying  soap.  Our  attention  was  captured  by  some  arrange¬ 
ment  of  form  or  color.  The  artist  was  clever  enough  to  force  our  at¬ 
tention  to  his  advertisement.  It  has  some  point  of  interest  which 
stands  out  so  clearly  that  we  cannot  miss  it.  This  quality  in  design 
is  called  emphasis ,  or  sometimes  subordination.  It  means  that  one 
part  of  the  pattern  is  emphasized  and  other  parts  are  subordinated. 
The  part  which  is  emphasized  is  called  the  center  of  interest.  Let  us 
see  how  it  works. 

Emphasis  in  advertisements,  house  design,  and  pictures.  Em¬ 
phasis  is  important  in  all  forms  of  art  productions,  but  it  is  particu¬ 
larly  important  in  advertising  art.  Here  the  aim  is  to  capture  atten¬ 
tion,  and  emphasis  on  one  feature  in  an  advertisement  is  the  way  to 
do  it. 

The  little  house  on  page  40  is  the  kitchen  to  one  of  the  mansions 
of  Colonial  Williamsburg,  Virginia.  Without  doubt,  the  chimney  is 
the  center  of  interest.  Necessarily  there  would  be  a  big  chimney  for 
the  kitchen  house.  Thus  emphasis  in  the  house  design  grew  out  of 
utilitarian  requirements.  Notice  also  that  the  great  vertical  chimney 
form  is  echoed  by  the  very  steep  line  of  the  roof  and  the  tall  dormer 
windows.  Altogether  these  forms  create  a  nice  rhythmic  pattern. 

The  very  charming  statue  standing  in  the  niche  of  a  garden  wall 
(page  41)  is  a  nice  example  of  the  principle  of  emphasis.  The  plain 
curved  wall  behind  the  statue,  the  heavy  beam  above,  and  the  carved 
border  decoration  on  both  sides  of  the  niche  make  a  frame  which 
serves  to  set  off  the  statue  without  detracting  from  it.  The  curved 
lines  of  the  fountain  basins  below  also  enhance  the  figure  without 
distracting  attention.  Imagine  the  effect  if  the  curved  wall  of  the 
niche  had  been  covered  with  a  black-and-white  tile  checkerboard 
pattern! 
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This  was  the  kitchen  house  to  an  old  mansion  in  Colonial  Williamsburg  ( re¬ 
stored ) .  Notice  hoiu  the  chimney  dominates  the  design  and,  therefore,  serves  as 
the  center  of  interest. 

There  is  a  delightful  rhythmic  feeling  in  this  statue.  The  lovely 
curves  of  the  head,  the  shoulder,  the  arms,  the  bowl,  and  the  folds  of 
the  robe  combine  in  beautiful  harmony. 

Emphasis  is  important  in  any  form  of  artistic  effect,  whether  in 
gardens  or  paintings.  In  the  “Madonna  and  Angels’’  by  Fra  Angelico 
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A  garden  statue  in  the  niche  of  a  garden  wall.  The  statue  is  emphasized  by  the 
niche  and  shrubbery  which  act  as  a  frame. 

(page  17),  the  mother  and  child  are  obviously  the  center  of  interest. 
In  “American  Gothic”  by  Grant  Wood  (page  21),  the  man  and 
woman  are  the  center  of  interest.  In  both  these  pictures  emphasis  is 
secured  through  size  and  position. 
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A  decorative  arrangement  on  the  top  of  a  small  chest.  The  effect  is  lost  because  of 
the  large  figured  tapestry  in  the  background. 


Backgrounds  can  emphasize  the  center  of  interest.  A  compari¬ 
son  of  the  two  pictures  on  pages  42  and  43  shows  very  clearly  the 
importance  of  a  plain  background.  We  assume  that  the  bowl  filled 
with  bittersweet  was  meant  to  be  seen  as  an  attractive  decoration  in 
the  room  where  it  was  placed.  When  we  see  it  in  front  of  the  India 
print  it  does  not  stand  out  clearly  and  the  whole  effect  is  confusing. 
In  front  of  the  plain  wallpaper  it  becomes  clear-cut  and  pleasing  in 
effect.  This  comparison  makes  it  clear  that  to  secure  emphasis  for 
our  decorative  accessories  we  need  plain  backgrounds.  The  India 
print  shown  above  is  not  a  good  background  but  is  in  itself  a  good 
center  of  interest.  We  cannot  expect  objects  placed  in  front  of  it  to 
become  a  good  center  of  interest. 

Every  room  should  have  a  center  of  interest.  Upon  entering 
a  strange  room  have  you  ever  immediately  noticed  a  certain  feature 
or  part  of  the  room?  Or,  in  some  other  rooms  have  you  been  unaware 
of  anything  special?  The  difference  between  these  two  types  of  rooms 
is  that  in  one  case  the  room  has  been  planned  with  a  dominant  center 
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The  same  decorative  arrangement  as  in  the  illustration  on  the  opposite  page. 
Here  it  is  emphasized ,  for  it  is  seen  against  a  plain  background. 


of  interest  which  captures  the  attention,  but  the  other  kind  of  room 
lacks  anything  which  catches  the  eye. 

In  living  rooms  it  is  very  often  the  fireplace  which  is  the  pre¬ 
dominating  feature.  When  you  look  at  the  picture  on  page  44, 
your  eye  is  at  once  drawn  to  the  fireplace  and  mantel.  Other  parts 
of  the  room  are  kept  subordinate.  The  plain  rug  of  lovely  texture 
stretches  across  the  floor  without  interruption,  so  that  the  eye  travels 
easily  toward  the  fireplace.  The  chairs  are  upholstered  in  a  small 
check  pattern  which  is  interesting  but  does  not  pull  the  eye  away  from 
the  center  of  interest.  The  fireplace  is  finished  in  wood  paneling  which 
makes  a  nice  surrounding  background.  The  fireplace  opening  has 
been  filled  with  greenery  for  the  summer  months,  but  it  does  not 
detract  from  the  mantel  and  its  accessories.  In  the  wintertime  when 
a  fire  blazes  on  the  hearth,  our  eyes  are  sure  to  watch  it.  A  fireplace 
forms  a  natural  center  of  interest. 

Often  a  window  can  provide  an  interesting  focal  point.  A  picture 
window  with  a  lovely  view  or  a  window  that  has  been  made  into  a 
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Bigelow-Sanford  Carpet  Company,  Inc 


The  fireplace  and  mantel  form 


a  pleasant  center  of  interest  in 


this  room. 


window  garden  is  bound  to  seize  our  attention.  The  window  on 
page  45  has  been  made  into  a  center  of  interest  that  would  be  charm¬ 
ing  for  any  room.  The  green  of  the  plants  contrasts  pleasantly  with 
the  sparkling  colors  of  the  glass  and  china  on  the  glass  shelves  above. 
Would  you  not  like  to  eat  breakfast  in  a  room  with  such  a  lovely 
window? 

The  importance  of  emphasis.  The  use  of  emphasis  helps  to  re¬ 
lieve  monotony  and  to  prevent  a  commonplace  effect.  Every  room 
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Ponderosa  Pine  Woodwork 

This  charming  window  garden  always  attracts  attention  as  one  enters  the  room 


should  have  a  pleasing  focal  point  which  attracts  the  eye  as  soon  ar 
one  enters  the  room.  However,  let  us  beware  of  a  dominant  feature 
which  is  unpleasant ,  and  also  of  too  many  centers  of  interest.  In  both 
cases  the  effect  is  disagreeable. 

What  uses  can  you  find  for  the  principle  of  emphasis?  1.  Add 
a  page  to  your  notebook  that  will  express  the  principle  of  emphasis. 
You  may  use  a  costume,  a  room  interior,  a  book  cover,  or  an  adver- 
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tisement.  Write  an  explanation  telling  what  thing  has  been  made 
the  center  of  interest  and  how  the  emphasis  was  secured. 

2.  The  two  problems  included  in  a  study  of  emphasis  are  how 
to  secure  emphasis,  and  what  to  emphasize.  Make  a  list  of  the  things 
in  a  room  which  can  be  emphasized  as  a  center  of  interest.  For  ex¬ 
ample,  a  fireplace  makes  a  good  center  of  interest,  and  the  walls 
would  make  a  poor  center  of  interest  and,  therefore,  should  not  be 
included. 

3.  What  architectural  features  on  the  exterior  of  a  house  may 
serve  as  a  center  of  interest? 

4.  The  use  of  emphasis  is  essential  in  window  display.  Visit  a 
business  street.  The  class  should  first  agree  on  what  street  and  what 
portion  of  the  street  to  visit  so  that  they  can  compare  their  observa¬ 
tions.  Select  two  windows,  one  which  shows  good  use  of  emphasis 
and  one  which  shows  confusion  and  lack  of  emphasis.  It  will  be  in¬ 
teresting  to  note  how  many  members  of  the  class  select  the  same 
windows. 

5.  Make  some  diagrams  which  show  how  you  would  arrange  arti¬ 
cles  on  a  mantel  to  provide  a  good  center  of  interest.  Use  9"  by  12" 
drawing  paper  or  preferably  12"  by  18"  paper.  Turn  your  paper 
horizontally  and  draw  lines  across  the  bottom  which  will  represent 
the  mantel  shelf.  Use  a  soft  drawing  pencil  or  crayon  for  drawing 
the  diagrams.  Using  your  soft  pencil  or  crayon,  represent  the  out¬ 
lines  of  the  objects  which  you  wish  to  arrange  on  the  mantel.  These 
objects  may  include  vases,  bottles,  candles  and  candle  holders, 
plants,  books,  and  pictures  on  the  wall.  Do  not  try  to  show  the  de¬ 
tails  of  these  objects  such  as  the  decoration  on  vases  or  the  details 
in  the  pictures.  Draw  the  outlines  and  block  in  the  shapes  to  make 
silhouettes  with  your  soft  pencil  or  crayon.  It  is  better  to  use  a  soft, 
medium-gray  coloring  than  to  draw  heavy,  solid-black  effects  when 
making  the  silhouettes. 

Remember  that  this  exercise  is  for  practice  in  making  arrange¬ 
ments  with  a  good  center  of  interest.  At  the  same  time  you  should 
also  use  the  other  art  principles — proportion,  rhythm,  and  balance. 
This  practice  does  not  require  any  particular  ability  in  drawing 
and  painting.  Anyone  can  draw  a  rectangle  to  represent  a  picture 
on  the  wall  and  some  lines  to  represent  a  vase  or  a  candle.  Your  aim 
is  to  select  objects  of  the  right  size  and  shape  and  to  make  a  good 
arrangement  with  them. 

After  you  have  read  these  directions  carefully,  make  two  dia¬ 
grams: 

(a)  A  mantel  showing  formal  balance  with  the  center  of  interest 
in  the  center. 

(b)  A  mantel  showing  informal  balance  with  the  center  of  interest 
not  in  the  center. 
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STANDARDS  FOR  JUDGING  ART  QUALITY 


We  should  consider  our  present  study  of  design  as  a  mere  begin¬ 
ning  in  developing  our  ability  to  select  articles  that  have  true  art 
quality.  All  of  us  wish  to  acquire  standards  of  good  taste  which  will 
enable  us  to  meet  our  art  problems  successfully.  We  wish  to  plan  our 
clothing  and  our  homes  without  expensive  mistakes  that  are  hard 
to  correct.  It  is  helpful  to  have  in  mind  definite  standards  by  which 
we  can  judge  the  things  we  buy  and  the  arrangements  we  make  in 
our  homes.  To  dislike  a  certain  arrangement  without  being  able  to 
analyze  the  difficulty,  as  we  sometimes  do,  shows  that  we  need  such 
standards.  The  following  questions  suggest  standards  which  will 
prove  valuable  in  solving  our  art  problems.  We  should  be  as  familiar 
with  them  as  with  the  multiplication  table.  It  is  only  by  their  con¬ 
stant  use  that  we  can  hope  to  develop  unerring  good  taste. 

1.  Is  the  whole  effect  unified?  Are  all  the  parts  harmoniously  re¬ 
lated  or  is  the  effect  scattered  and  disturbing? 

2.  Are  the  parts  well  balanced,  producing  a  feeling  of  rest  and 
repose?  Is  it  top-heavy,  or  is  it  too  heavy  on  either  side? 

3.  Are  the  space  divisions  interesting  in  proportion?  Are  the  pro¬ 
portions  of  color  pleasing? 

4.  Is  there  a  good  rhythmic  feeling  throughout  the  whole  design? 
Is  the  movement  smooth  and  uninterrupted,  or  is  it  awkward  and 
spotty? 

5.  Is  there  a  center  of  interest,  and  is  it  pleasing? 

Can  you  use  the  principles  of  design? 

I.  One  design  or  picture  can  express  all  four  art  principles.  Explain 
how  the  designs  on  pages  36,  75,  and  100  express  all  four  principles. 

II.  Your  teacher  will  hang  ten  pictures  and  designs  in  the  classroom. 
Some  of  them  will  be  good  in  design  and  some  will  be  poor.  Write  your 
opinion  of  each  illustration,  explaining  in  one  sentence  why  you  think 
it  is  good  or  bad. 

III.  Can  you  use  the  principles  of  design  in  your  everyday  observations 
of  the  things  about  you?  Describe  something  which  you  have  seen  lately 
that  is  a  good  example  of  at  least  one  principle  of  design.  If  possible, 
make  a  sketch  or  take  a  photograph  of  it. 

IV.  If  you  understand  the  principles  of  design  you  should  be  able  to 
determine  which  of  the  following  statements  are  true.  Read  each  state¬ 
ment  carefully.  Copy  the  number  of  the  statement  on  your  paper  and 
after  it  write  true  or  false. 
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1.  The  picture  of  a  house  fits  better  into  an  oval  frame  than  into  a 
rectangular  frame. 

2.  If  five  objects,  such  as  a  picture,  a  pair  of  candlesticks,  and  a  pair 
of  vases,  are  placed  on  a  bookcase,  they  must  be  arranged  with  the  pic¬ 
ture  in  the  center  and  a  candlestick  and  vase  on  each  side,  in  order  to  pro¬ 
duce  formal  balance. 

3.  Napkins  folded  into  a  rectangular  shape  look  better  on  a  square 
table  than  those  folded  into  a  triangular  shape. 

4.  A  small  medallion  used  to  decorate  a  book  cover  should  be  placed 
exactly  in  the  center  from  top  to  bottom. 

5.  Rectangular  doilies  look  better  than  round  doilies  on  a  square 
table. 

6.  Several  small  objects  grouped  together  may  be  made  to  balance  one 
large  object. 

7.  A  picture  in  an  advertisement  is  always  a  center  of  interest. 

8.  There  is  a  fine  rhythmic  repetition  of  line  in  the  form  of  the  pan¬ 
ther. 

9.  The  upper  and  lower  parts  of  a  window  should  be  made  equal  in 
size  in  order  to  make  a  well-proportioned  window. 

10.  The  principle  of  proportion  deals  with  the  relationships  of  space. 
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Chapter  3 


BEAUTY  AND  UTILITY  ARE  PARTNERS 


Designing  and  making  a  rug,  chair,  kitchen  pan,  or  other  article 
of  household  furnishing  involve  the  principles  of  art  which  we 
have  just  studied  and  an  understanding  of  the  function  or  use  of  the 
object.  A  chair  which  is  not  comfortable  to  sit  on,  cannot  be  called 
beautiful  no  matter  how  graceful  the  lines  or  how  valuable  the  wood 
used  in  its  construction.  Who  wants  a  chair  that  is  pretty  to  look  at 
but  is  a  pain  in  the  back  to  sit  on?  Beauty  and  use  cannot  be  sepa¬ 
rated — they  go  hand  in  hand. 

The  art  of  creating  furniture,  drapery  fabrics,  or  similar  objects 
is  sometimes  known  as  the  useful  arts  or  industrial  arts.  The  name 
distinguishes  this  kind  of  art  from  the  fine  arts  which  are  concerned 

o 

with  pictorial  representation.  In  a  later  chapter  we  shall  consider 
the  pictures  and  sculpture  which  are  suitable  for  home  use.  In  this 
chapter  we  will  study  the  relation  of  beauty  and  function  in  useful 
articles  of  home  decoration. 

Compare  the  design  of  the  three  chairs  shown  on  page  50.  The 
first  two  chairs  are  historic  pieces  now  preserved  in  a  museum,  and 
the  third  is  a  modern  chair  on  sale  in  furniture  stores  at  the  present 
time.  Each  of  the  three,  when  first  made,  was  intended  for  use  in  a 
home.  Let  us  see  how  each  one  would  serve  present-day  needs.  For 
purposes  of  comparison,  think  of  them  as  chairs  for  the  dining-room 
table  or  for  a  game  table.  What  do  you  require  for  complete  comfort 
in  a  chair  as  you  sit  at  a  table?  Remember  that  you  do  not  expect 
to  lounge  but  to  sit  comfortably  as  you  eat  or  play  games. 

As  you  consider  each  of  the  three  designs,  think  of  yourself  as  fitted 
into  each  chair.  In  the  first,  the  seat  is  small  and  the  cushion  looks 
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Compare  these  three  chairs  for 
functional  design. 
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as  if  it  would  be  easy  for  you  to  roll  off  the  edsr.  The  back  is  hio-h 
and  straight  up  and  down.  One  would  have  to  sit  up  unnaturally 
straight  to  fit  this  chair  back.  Probably  the  moldings  around  the  edge 
of  the  cane  panel  would  not  be  comfortable  to  lean  against.  The 
seat  is  high  and  if  you  are  short  your  feet  might  not  touch  the  floor. 

In  the  second  chair,  an  eighteenth  century  Chippendale  design, 
there  is  much  more  functional  quality.  The  seat  is  larger  and  lower 
and  the  back  is  broader  and  slants  backward  slightly  so  that  it  would 
be  easier  to  adjust  the  body  comfortably.  The  back  is  also  lower  than 
in  the  first  chair.  Certainly  the  extra  height  is  useless  and  is  in  the 
way  when  one  is  being  served.  The  structural  design  is  much  better 
adapted  to  use. 

The  third  chair  of  contemporary  design  is  excellently  adapted  to 
its  purpose.  The  seat  is  broad  and  low  enough  for  comfortable  sit¬ 
ting.  The  legs  are  straight  and  do  not  protrude  beyond  the  corners 
of  the  seat.  In  the  Chippendale  chair,  the  curved  legs  sometimes  get 
in  the  way  if  one  happens  to  sit  cornerwise.  The  back  of  the  modern 
chair  slants  at  a  good  angle  and  has  a  slight  barrel-like  curve  which 
fits  the  body  much  more  comfortably  than  the  curve  of  the  Chippen¬ 
dale  chair. 

Decoration  should  enhance  structure.  Structural  design  refers 
to  the  particular  shape,  size,  and  construction  of  an  object.  Before  an 
object  can  be  made,  the  designer  must  decide  the  dimensions,  pro¬ 
portion  of  the  parts,  and  how  it  is  to  be  put  together.  These  are 
problems  in  structural  design  and  functional  quality. 

Decorative  design  refers  to  ornamentation  which  is  added  to  the 
structure.  Generally,  decoration  can  be  thought  of  as  surface  enrich¬ 
ment.  A  piece  of  drapery  material  may  be  a  plain  weave  of  one  color, 
but  another  piece  may  be  printed  with  an  all-over  pattern  in  several 
colors.  Thus  decorative  design  has  been  added,  and  if  the  pattern  is 
pleasing  the  plain  cloth  has  gained  additional  beauty. 

The  first  two  chairs  on  the  opposite  page  show  some  decorative  de¬ 
sign.  The  moldings  on  the  back  of  the  first  chair  emphasize  the  shape 
of  the  panel  but  detract  from  the  functional  desirability  of  the  chair. 
The  turnings  on  the  legs  and  crosspieces  and  the  rather  queerly  shaped 
feet  do  not  enhance  its  structure.  The  effect  is  heavy  and  ostentatious. 
The  decoration  really  overemphasizes  the  structure.  The  turnings 
make  the  under  part  of  the  chair  much  too  heavy,  and  the  feet  draw 
too  much  attention.  It  is  not  the  feet  which  should  attract  our  atten¬ 
tion  in  a  chair  design!  The  real  difficulty  is  that  this  chair  is  poor  in 
structural  design  to  begin  with,  and  has  too  much  poor  decorative 
design  to  end  with! 


51 


! 


' 


These  plastic  dishes  rely  entirely  on  structural  design  ( or  form ) ,  texture,  and 
color  for  their  beauty. 
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American  Cyanamid  Company 


In  the  second  design,  the  effect  is  more  pleasing.  The  structure 
of  the  chair  is  better  adapted  to  use,  and  the  small  amount  of  orna¬ 
mentation  serves  to  enhance  the  structure.  There  is  a  little  carving 
at  the  tops  of  the  cabriole  legs  and  at  the  corners  of  the  chair  back. 
The  pattern  in  the  brocade  seat  cover  also  adds  a  bit  of  decorative 
charm. 

In  the  third  chair  there  is  a  complete  lack  of  ornamentation.  This 
is  a  general  characteristic  of  the  modern  style.  The  beauty  of  the 
chair  depends  upon  the  pleasing  proportions,  the  rhythmic  line 
found  in  the  back  and  legs,  and  the  nice  feeling  of  stability  or  bal¬ 
ance.  The  chair  design  is  a  fine  co-ordination  of  beauty  and  utility. 

Beauty  in  plain  surfaces.  An  object  with  good  structural  design, 
fine  color,  and  texture  can  be  most  pleasing.  The  plastic  dishes  shown 
above  are  an  excellent  example  of  this  kind  of  beauty.  Each  dish 
is  designed  with  the  utilitarian  quality  in  mind.  Notice  the  flat 
plate  with  an  up-turned  rim  to  prevent  the  food  from  sliding  off  the 
plate.  Notice  also  the  interesting  design  of  the  cup  and  saucer,  sugar 
bowl,  and  creamer.  The  handles  are  solid  and  substantial.  The  spout 
of  the  pitcher  is  narrow  and  pours  easily  without  splashing.  The 
cover  of  the  sugar  bowl  has  no  handle  but  is  small  enough  to  pick 
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up  by  placing  the  hand  over  the  top  of  it.  No  handle  is  needed.  The 
divided  serving  dish  provides  an  easy  way  of  serving  two  foods  in  one 
dish.  How  different  from  the  traditional  styles  of  dishes  in  common 
use. 

Let  your  eye  rove  over  the  whole  picture  and  notice  what  a  satis¬ 
factory  feeling  of  harmony  is  created  by  the  low,  broad  proportions 
of  the  dishes  and  by  the  smooth-textured  surfaces.  Can  you  imagine 
these  dishes  in  a  delightful  chartreuse  tone  or  a  deep  aqua  tint? 

The  place  mat  is  an  excellent  example  of  a  textured  surface  pro¬ 
duced  by  the  structure  of  the  weave.  The  rough,  corded  effect  makes 
a  nice  contrast  to  the  smooth  surfaces  of  the  dishes.  The  only  bit  of 
decorative  design  in  this  place  setting  is  found  on  the  silver.  A  floral 
pattern  decorates  the  handles  of  the  knives,  forks,  and  spoons,  and 
emphasizes  their  shapes. 

Beauty  enters  the  back  door.  There  was  a  time  when  the  kitchen 
was  thought  of  chiefly  as  a  work  place,  but  those  days  are  long  past- 
Kitchens  are  now  planned  in  terms  of  beauty  as  well  as  functional 
quality.  The  utmost  care  is  now  taken  to  plan  every  detail  of  kitchen 
design  so  as  to  make  cooking  quick  and  easy.  Every  bit  of  furnishing 
from  floor  to  ceiling  is  planned  for  efficiency,  and  equal  care  is  taken 
to  achieve  eye  appeal.  The  kitchen  illustrated  on  page  54  is  a  pleas¬ 
ant  place  to  be.  Its  structural  design  resulted  in  both  efficiency  and 
beauty. 

The  dark-green  linoleum  floor  is  smooth  and  easy  to  clean  and 
requires  a  minimum  amount  of  care.  Toe  room  is  provided  under 
the  edges  of  the  cabinets  and  stove  so  that  one  can  stand  close  to  a 
cabinet  or  stove  with  comfort.  The  range  and  cabinets  are  designed 
with  smooth  surfaces  and  very  few  corners  to  collect  dirt  and  make 
difficult  cleaning.  The  range,  sink,  and  counters  are  the  right  height 
for  work  without  stooping.  The  overhead  cabinets  provide  conven¬ 
ient  storage  for  the  numerous  things  required  as  one  prepares  food. 
Notice  the  rotating  shelf  in  the  corner  cabinet  which  swings  out  into 
the  room  as  the  door  opens.  Otherwise  the  space  back  in  the  corner 
would  be  very  difficult  to  reach  and  not  readily  usable.  The  overhead 
cabinet  at  the  right  is  supported  at  the  free  end  by  two  steel  chro¬ 
mium  pipes  allowing  a  pass-through  of  food  to  the  dining  area  (not 
shown). 

All  these  functional  designs  and  the  clean,  shining  surfaces  add 
up  to  something  of  real  beauty.  There  is  very  little  decoration  in  this 
kitchen — only  enough  to  add  interest  to  the  general  effect.  The 
plates  over  the  range,  the  decorative  motifs  on  the  breadbox  and 
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The  beauty  of  a  modern  kitchen  depends  chiefly  upon  structural  features  and 
smooth ,  lovely  surfaces. 

canisters  supply  focal  points  which  save  the  general  effect  from  being 
blank  and  monotonous. 

Modern  bathrooms  are  attractive.  New  designs  in  bathrooms 
have  appeared  in  recent  years  due  partly  to  the  production  of  new 
materials.  Plastic  wall  tile,  asphalt  and  rubber  floor  tile,  patterned 
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Beauty  in  bathrooms  as  in  kitchens  depends  principally  upon  structural  design 
and  fine  surfaces. 


glass,  fluorescent  lighting,  and  plastic  shower  curtains  give  the  mod¬ 
ern  bathroom  a  new  beauty.  The  bathroom  shown  above  is  at¬ 
tractive  and  easy  to  keep  clean  and  beautiful.  The  floor  is  a  dark- 
green  marbleized  asphalt  tile  with  cove  corners  so  there  are  no 
corners  and  cracks  to  catch  dust  and  dirt.  The  walls  are  lighter  green 
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plastic  tile  with  a  wide  band  of  coral  pink  around  the  walls  and  over 
the  shower  stall.  The  upper  walls  are  a  light  corn  yellow,  and  the 
shower  curtain  is  a  somewhat  brighter  yellow  tone. 

Notice  the  fluorescent  lighting  tubes  at  each  side  of  the  mirror 
placed  for  efficient  lighting  and  the  chromium  bar  for  holding  to  as 
one  steps  into  the  tub.  The  patterned  glass  at  the  end  of  the  tub  lets 
light  into  the  shower  stall  and  adds  a  pleasing  note  to  the  decorative 
effect.  The  chief  beauty  of  this  bathroom  depends  upon  its  struc¬ 
tural  design.  The  fish  motif  in  the  floor  and  the  flower  prints  on  the 
wall  are  the  only  bits  of  truly  decorative  design.  The  whole  effect  is 
mostly  one  of  built-in  beauty. 

Structural  design  should  be  functional.  It  is  not  possible  to 
place  too  much  emphasis  on  the  importance  of  the  functional  quality 
in  design.  Your  judgment  of  any  article  of  home  furnishing,  large 
or  small,  should  be  based  on  its  usefulness  as  well  as  its  appearance. 
Unless  it  fulfills  its  function  adequately,  it  is  of  doubtful  value. 
Fancy  decorations,  streamlining,  or  “cute’’  designs  cannot  make  up 
for  lack  of  utilitarian  quality.  Remember  always  that  beauty  and 
utility  are  partners. 

Suppose  that  you  are  buying  a  paring  knife  for  the  kitchen.  You 
expect  to  use  it  for  paring  vegetables  and  fruits.  At  the  kitchen 
counter  in  the  dime  store,  you  find  several  knives  of  different  styles 
and  varying  prices.  One  which  catches  your  eye  has  a  red  plastic 
handle,  but  it  costs  a  little  more  than  the  others.  However,  the  red 
handle  will  fit  in  with  your  color  scheme,  and  you  are  inclined  to 
buy  it,  until  you  pick  it  up  and  hold  it  in  your  hand.  The  handle 
seems  small  and  has  a  sharp  corner  at  the  end  which  presses  into 
your  palm.  As  you  imagine  yourself  paring  potatoes  with  this  knife 
you  know  that  it  would  not  serve  its  purpose  well.  This  instance 
involves  only  a  small  amount  of  money  and  discomfort  for  only  a 
few  minutes  per  day.  Now  we  will  consider  an  expenditure  of  a 
much  larger  sum  of  money. 

The  windows  of  a  home  are  very  important  to  comfort,  con¬ 
venience,  and  appearance.  Do  they  let  in  enough  light?  Are  they  easy 
to  open  and  shut?  Are  they  convenient  for  cleaning?  Are  they  inter¬ 
esting  in  proportions?  Is  their  general  appearance  attractive? 

One  of  the  trends  in  modern  building  is  to  use  windows  in 
groups,  as  shown  on  the  opposite  page.  This  is  the  result  of  the  de¬ 
mand  by  modern  homeowners  for  more  light  and  air  inside  their 
houses.  The  windows  are  wide,  extending  almost  from  floor  to  ceil¬ 
ing,  and  are  called  a  “window  wall.”  The  design  for  the  window 
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The  beauty  of  this  window  design  depends  upon  the  fine  spacing.  It  is  as  func 
tional  as  it  is  beautiful. 
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opening  is,  of  course,  built  into  the  structure  of  the  house.  Notice 
the  pleasing  proportions  of  the  opening.  It  is  a  beautifully  shaped 
horizontal  rectangle.  Now  notice  how  the  space  is  divided  into 
three  large  divisions.  The  center  window  is  wider  than  the  side 
windows,  creating  a  much  more  pleasing  effect  than  equal  divisions. 
Next,  notice  that  the  side  windows  are  divided  into  upper  and  lower 
sashes  which  slide  up  and  down  (double-hung  windows)  and  that 
the  division  is  well  above  the  center.  If  you  count  the  spaces  made 
by  the  small  square  panes,  you  will  see  that  the  division  from  top 
to  bottom  is  2  to  3.  Notice  also  that  the  division  of  space  horizontally 
between  the  center  and  side  window  is  3  to  5. 

This  is  an  excellent  example  of  the  way  in  which  truly  functional 
design  is  also  beautiful.  The  old-type  window  would  have  been  made 
with  upper  and  lower  sash  the  same  size.  This  would  have  meant  less 
light  and  air  for  the  interior  and  less  beauty  of  design. 


57 


Notice  that  no  ornamentation  has  been  added  to  the  structural 
design  of  the  windows.  Do  you  know  of  any  old-fashioned  houses 
where  tops  of  windows  are  decorated  with  gingerbread  trimmings? 

Easy  cleaning  is  important.  Any  piece  of  home  furnishing  which 
is  difficult  to  keep  clean  can  hardly  be  rated  as  functional.  This  is 
true  whether  it  is  an  upholstered  chair,  a  bedspread,  or  a  window. 
Before  making  a  selection,  one  should  consider  carefully  just  how 
much  trouble  it  will  be  to  take  care  of  the  article  to  be  selected.  The 
illustrations  at  the  top  of  this  page  show  how  casement  windows  are 
now  made  so  as  to  make  their  care  very  easy.  In  the  picture  to  the  left 
you  can  see  how  the  window  swings  from  a  point  a  few  inches  away 
from  the  side.  This  permits  easy  washing  of  the  outside.  Older  case¬ 
ments  were  hinged  from  the  side  of  the  window  frame,  making  it 
very  difficult  to  get  at  the  outside  of  the  window. 

Another  feature  in  easy  use  of  casements  is  shown  in  the  illustra¬ 
tion  to  the  right.  Storm  windows  are  made  to  fit  onto  the  inside  of 
each  window  and  are  easily  adjusted  as  shown  in  the  picture.  Screens 
are  made  which  fit  into  the  inside  window  frame.  Some  of  them  are 
made  so  that  they  roll  up  into  a  box  at  the  top  of  the  window.  This 
kind  of  structural  design  adds  considerably  to  the  ease  and  con¬ 
venience  of  home  living. 


The  junctional  design  of  these  windows  provides  for  easy  cleaning  and  easy  in¬ 
stallation  of  storm  and  screen  windoius. 
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HOW  WELL  DO  YOU  UNDERSTAND  FUNCTIONAL  DESIGN?  1.  Add  a  page 
to  your  notebook  which  will  illustrate  functional  design.  Find  a 
picture  of  some  household  object  which  is  designed  for  ease  and 
convenience  in  use.  Write  a  short  statement  explaining  why  you 
think  the  design  is  functional. 

2.  Find  an  example  of  structural  design  without  ornamentation 
which  you  consider  beautiful.  Explain  how  the  principles  of  art 
have  been  expressed  in  the  design. 


Good  decoration  is  not  pictorial.  The  true  purpose  of  decora¬ 
tive  design  is  to  enrich  the  surface  of  an  article,  and  thereby  make  it 
more  beautiful.  The  kind  of  ornamentation  which  enriches  a  surface 
is  called  decorative  design.  It  decorates  the  surface  without  changing 
the  quality  of  the  surface. 

Consider  this  idea  in  relation  to  a  lady’s  handkerchief.  A  handker¬ 
chief  is  a  square  piece  of  thin  cloth  frequently  carried  for  decorative 
purposes,  and  also  quite  generally  used  for  a  decidedly  utilitarian 
purpose.  It  is  often  folded,  crumpled,  washed,  and  ironed.  Any 
decoration  on  it  should  not  interfere  with  its  usefulness  as  a  hand¬ 
kerchief.  You  would  never  think  of  pinning  some  roses  on  it  for 
decoration.  Neither  would  you  think  of  painting  a  fine  picture  on  a 
handkerchief  and  hanging  it  on  the  wall. 

Compare  the  two  handkerchiefs  on  page  60.  The  bottom  handker¬ 
chief  is  decorated  with  some  beautiful  roses  fresh  from  the  garden. 
Someone  dropped  them  on  the  handkerchief  and  there  they  stayed! 
This  kind  of  decoration  is  pictorial  and  should  be  framed  and  hung 
on  the  wall.  Certainly  it  does  not  belong  on  a  handkerchief.  The  idea 
of  wiping  your  nose  with  a  rose  blossom  is  somewhat  disturbing!  The 
decorative  design  on  the  top  handkerchief  is  quite  different.  It  is  a 
floral  pattern,  but  here  the  flowers  have  been  made  into  decorative 
forms  which  seem  to  belong  on  a  handkerchief.  We  have  no  feeling 
that  these  are  real  flowers.  They  are  design  flowers.  They  are  flat  and 
made  to  fit  the  square  structural  form  of  the  handkerchief.  We  call 
this  type  of  decoration  conventionalized  or  stylized. 

When  we  paint  a  picture  of  a  rose,  the  aim  is  to  make  it  look  as 
lifelike  as  possible.  This  type  of  decoration  is  called  naturalistic  or 
realistic.  We  like  realistic  pictures  of  roses  on  our  walls,  but  on  our 
handkerchiefs  is  quite  another  matter.  The  conventionalized  design 
in  the  top  handkerchief  suggests  flower  forms  without  giving  the 
impression  of  realism. 

We  have  used  the  handkerchiefs  as  an  illustration,  but  the  same 
idea  applies  to  the  decoration  of  other  objects — rugs,  wallpaper,  sofa 
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Good  and  poor  design  in 
five-cent  handkerchiefs.  Top: 
Conventionalized  floral 
forms  which  fill  the  space. 
Left:  Naturalistic  floral 
forms  not  well  adapted  for 
decoration. 


pillows,  and  dress  materials.  Conventionalized  decoration  can  enrich 
a  surface  without  changing  the  character  of  an  object.  A  handkerchief 
remains  a  handkerchief  and  does  not  become  a  picture. 
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A  class  discussion.  Collect  a  group  of  decorated  articles  from  home 
and  school.  Decide  which  decorations  are  realistic  and  which  are 
conventionalized. 

Fine  decorative  design  in  historic  art.  Historic  art  furnishes  us 
with  many  interesting  and  beautiful  examples  of  decorative  design. 
The  portfolio  called  “Folk  Art  of  Rural  Pennsylvania”  supplies  us 
with  some  charming  examples  of  stylized  bird  and  flower  forms.  (See 
page  62.)  Two  of  these  show  bisymmetric  balance  and  the  other 
occult  balance.  They  show  nice  rhythmic  repeats  of  curves  and 
forms,  and  each  has  a  definite  center  of  interest.  These  motifs  were 
used  mostly  as  painted  decorations  on  chests,  baptismal  certificates, 
hymn  books,  dishes,  and  other  everyday  articles.  This  type  of  decora¬ 
tive  design  is  quaint  and  charming.  It  is  also  a  bit  crude  and  very 
simple,  but  it  is  honest  and  unpretentious. 

In  contrast  to  this  simple  decorative  quality,  we  have  the  more 
elaborate  and  sophisticated  type  of  decoration  found  in  the  palam- 
pore  from  India  (page  63).  Here,  too,  are  floral  forms,  but  treated 
in  a  much  more  complex  and  intricate  pattern.  The  tree  form  is  the 
center  of  interest,  and  the  border  pattern  is  charmingly  subordinated. 
There  are  lovely,  graceful  rhythms  throughout  the  design,  pleasing 
proportions,  and  a  splendid  informal  balance  in  the  tree  form.  Alto¬ 
gether,  it  is  a  most  beautiful  and  satisfactory  example  of  decorative 
pattern. 

In  comparing  these  two  types  of  historic  decorative  design,  do  not 
feel  that  one  is  better  than  the  other.  Both  are  good  design,  but  they 
differ  in  character.  One  kind  of  decoration  may  appeal  to  you  more 
than  the  other,  but  there  is  no  reason  why  you  cannot  enjoy  both 
kinds.  As  you  study  design  in  rugs,  dishes,  furniture,  and  fabrics,  you 
will  find  other  examples  of  these  two  types  of  decorative  pattern.  The 
important  thing  is  to  know  good  design  no  matter  what  its  character. 

Suggestions  for  further  study.  1.  Make  a  collection  of  conven¬ 
tionalized  designs.  If  you  find  these  in  objects  that  you  cannot  bring 
to  school,  make  a  simple  sketch  of  the  units  used.  You  may  find  it 
interesting  to  take  some  one  form,  such  as  a  bird,  an  animal,  or  a 
flower,  and  see  how  many  different  conventionalized  treatments  you 
can  find  for  it. 

2.  Choose  a  topic  and  make  a  report  on  decorative  design  of  some 
historic  period.  You  will  find  a  list  of  reference  books  at  the  end 
of  this  book  which  will  be  helpful. 

3.  If  there  are  art  galleries  or  museums  in  your  town,  visit  them 
and  study  the  decorative  designs  used  on  various  articles. 
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Design  motifs  from  the  portfolio 
called  “Folk  Art  of  Rural  Penn¬ 
sylvania 


STANDARDS  FOR  JUDGING  FUNCTIONAL  DESIGN 

The  study  of  this  unit  of  work  has  given  us  additional  standards 
for  judging  the  design  of  objects  used  in  home  furnishing.  The  fol¬ 
lowing  questions  contain  points  to  consider  in  judging  a  design  for 
utility  and  beauty. 

1.  Does  the  structural  design  fulfill  its  purpose  in  the  best  possible 
way? 
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A  palampore  from  India.  This  type  of  decorative  design  is  characterized  by  grace¬ 
ful  forms,  delicacy,  and  refinement  of  curves. 

2.  Is  the  structural  design  beautiful?  Is  it  well  proportioned?  Well 
balanced?  Unified? 

3.  Does  the  decorative  design  interfere  with  the  usefulness  of  the 
object? 

4.  Has  the  right  amount  of  ornamentation  been  used?  Is  it  too 
elaborate,  or  is  there  a  reserve  of  ornament  that  gives  a  pleasing 
simplicity? 

5.  Is  the  ornamentation  an  integral  part  of  the  structure,  empha¬ 
sizing  the  main  lines  of  construction? 

6.  Is  the  design  realistic  or  conventionalized? 

7.  Is  the  color  and  finish  of  the  object  practical  as  well  as  beautiful? 
Will  it  soil  easily  and  lose  some  of  its  beauty  in  the  process  of  washing 
or  cleaning? 

8.  Is  the  color  and  design  of  the  article  harmonious  with  the  sur- 
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roundings  in  which  it  is  to  be  used? 

63 


64 


A  TEST  ON  STRUCTURAL  AND  DECORATIVE  DESIGN 

I.  Compare  the  two  platters  on  the  opposite  page  for  structural  and 
decorative  design. 

1.  Which  has  better  structural  design?  Why? 

2.  In  which  one  does  the  decoration  harmonize  better  with  the  shape 
of  the  plaque? 

3.  Which  one  shows  better  rhythmic  movement? 

4.  Which  plaque  shows  a  definite  center  of  interest? 

5.  Is  the  decoration  on  both  plaques  thoroughly  conventionalized? 
Explain. 

II.  This  is  a  test  of  your  ability  to  discriminate  between  pictorial  and 
conventionalized  design.  Ten  designs  will  be  hung  on  the  wall,  numbered 
from  1  to  10.  Write  on  your  paper  the  numbers  of  the  designs,  and  after 
each  number  write  the  word  pictorial  or  conventionalized  to  describe  each 
design. 

III.  Have  a  committee  select  one  article  showing  decorative  as  well  as 
structural  design  which  is  to  be  judged  according  to  the  standards  on 
pages  62  and  63.  Write  sentences  concerning  the  quality  of  the  article  with 
respect  to  each  standard.  Exchange  papers  with  someone  in  the  class  and 
correct  any  mistakes  which  you  find.  In  case  of  disagreement,  refer  the 
question  to  the  class  for  discussion. 

IV.  Report  an  instance  of  how  you  have  recognized  good  or  poor  design 
in  some  article  in  your  home,  your  clothing,  or  at  school.  This  should  be 
something  you  failed  to  notice  before  your  study  of  the  chapter. 
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Chapter  4 


USING  AND  ENJOYING  COLOR 


hat  a  dull  world  this  would  be  if  there  were  no  color!  Would 


V  V  you  not  feel  depressed  if  everywhere  you  looked  you  saw  only 
black,  white,  and  gray?  Even  though  you  do  not  think  about  it  much, 
you  cannot  help  but  respond  to  the  sparkling  yellow  sunlight  and 
the  soft  green  of  young  leaves  and  grass  on  a  lovely  spring  morning 
or  feel  exhilarated  by  the  brilliant  autumn  coloring  on  a  fine  October 
day.  It  is  hard  to  feel  depressed  in  such  surroundings.  Would  you 
not  rather  live  in  a  room  that  is  gay  and  pretty  in  color  than  spend 
your  hours  in  one  that  is  dark  and  drab? 

What  do  you  know  about  color?  Have  you  learned  how  to  choose 
colors  which  are  in  harmony  with  each  other?  Can  you  choose  colors 
which  are  suitable  for  their  purpose?  Most  of  all,  have  you  learned 
to  notice  and  enjoy  beautiful  color  anywhere  that  you  see  it — at 
home,  at  school,  or  in  a  shop  window?  Using  and  enjoying  color 
properly  requires  study.  In  this  chapter  we  will  begin  our  study  of 
color,  and  in  later  chapters  you  will  use  what  you  learned  in  this 
chapter.  Color  is  a  big  topic,  and  although  you  will  learn  much  about 
it  in  this  course  you  can  learn  still  more  in  the  future.  Color  in  the 
home  is  a  never  ending  source  of  pleasure  and  a  challenging  problem. 


The  characteristics  of  a  color 


To  understand  and  enjoy  color,  it  is  necessary  really  to  see  all  the 
qualities  of  a  color  when  you  look  at  it.  Perhaps  you  think  you  can 
already  do  this,  without  further  study.  Here  is  a  test  to  see  how  well 
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you  observe  colors.  Think  of  something  that  you  know  is  blue.  Is 
the  blue  a  true  blue,  or  is  it  slightly  greenish  or  slightly  purplish?  Is 
it  midway  between  light  and  dark,  above  or  below  the  middle?  How 
much  gray  is  in  it?  What  is  its  texture? 

There  are  three  characteristics  of  color  which  help  us  to  recognize 
and  identify  colors  accurately.  These  are  hue,  value,  and  intensity. 
As  you  study  these  color  characteristics  you  will  see  how  much  they 
add  to  one’s  understanding  and  enjoyment  of  color. 

Hue  gives  a  color  its  name.  When  you  say  that  the  sky  is  blue, 
you  are  naming  its  hue.  When  you  are  asked  to  describe  the  color  of 
an  object,  your  first  thought  is  its  hue.  Color  names  such  as  blue, 
pink,  brown,  yellow,  and  lavender  indicate  the  color  characteristic 
called  hue.  The  first  thing  we  learn  about  color  is  to  recognize  hue. 
Kindergarten  children  learn  to  distinguish  the  six  color  families, 
yellow,  orange,  red,  purple,  blue,  and  green.  Each  of  these  families 
has  a  particular  hue  which  gives  it  a  name. 

Everyone,  unless  color-blind,  learns  to  recognize  these  hues.  That 
is  about  as  far  as  some  people  get  with  their  recognition  of  colors.  As 
far  as  they  are  concerned,  all  yellows  are  just  yellow,  and  all  blues 
are  merely  blue.  To  understand  and  enjoy  color  you  must  see  far 
more  than  this.  You  must  be  able  to  see  when  a  hue  is  not  a  standard 
color  but  has  borrowed  a  little  color  from  its  neighbor.  For  example, 
an  orange  may  not  be  plain  orange;  it  may  be  a  little  reddish  or  a 
little  yellowish.  The  very  first  requirement  in  the  enjoyment  of  color 
is  to  recognize  hue. 

Hues  on  the  color  circle.  The  small  circle  A  opposite  page  68 
shows  you  three  familiar  colors,  red,  yellow,  and  blue.  Sometimes 
these  three  are  called  the  primary  colors.  Notice  that  they  are  equally 
spaced  on  the  circle  at  three  equally  distant  points.  In  circle  B  you 
will  see  three  more  colors  fitted  into  the  spaces  between  each  two 
primary  colors.  Orange  fits  in  between  yellow  and  red.  This  is  easy 
to  remember  because  when  red  and  yellow  are  mixed  the  result  is 
orange.  For  the  same  reason  purple  fits  in  between  red  and  blue,  and 
green  belongs  between  blue  and  yellow.  This  should  help  you  to 
remember  the  order  of  colors  on  the  circle.  It  is  also  true  that  red 
can  be  made  by  mixing  the  two  hues  on  either  side,  orange  and  pur¬ 
ple.  This  is  not  easy  to  do  with  paints,  and  perhaps  you  cannot 
manage  it.  Do  not  expect  to  produce  a  bright  red,  for  it  will  be  dull. 
It  is  easy  to  do,  however,  when  mixing  colored  lights.  Blue  can  be 
made  by  mixing  green  and  purple,  and  yellow  can  be  made  by  mix¬ 
ing  orange  and  green.  Thus,  as  you  see  from  the  illustration,  any 
hue  on  the  color  circle  can  be  made  by  mixing  its  two  neighbors. 

67 


More  hues  on  the  color  circle.  So  far  our  study  of  hues  on  the 
color  circle  has  been  simple.  Now  it  begins  to  get  more  complicated. 
The  outer  circle  of  C  shows  you  how  each  hue  blends  with  its  neigh¬ 
bor.  Between  yellow  and  orange  you  see  a  new  hue,  yellow-orange. 
In  fact,  there  are  several  shades  of  yellow-orange  (or  orange-yellow — 
whichever  you  want  to  call  it).  Between  orange  and  red  there  are 
several  shades  of  orange -red  or  red-orange.  As  you  go  on  around  the 
circle  you  will  find  red-violet,  blue-violet,  blue-green,  and  yellow- 
green,  each  sandwiched  in  between  two  of  the  six  colors  shown  on 
circle  B. 

Altogether  there  are  twelve  easily  distinguished  hues.  Besides  these 
twelve,  there  are  many  more  gradations  of  hue.  For  example,  starting 
with  yellow  and  moving  toward  orange  there  is  a  gradation  of  hues. 
The  yellow  becomes  slightly  orange,  then  more  and  more  orange, 
then  the  orange  becomes  slightly  reddish,  then  more  and  more  red¬ 
dish  until  the  hue  is  pure  red.  It  would  not  be  possible  to  name  all 
these  gradations  of  hue,  but  at  least  we  can  say  that  a  color  is  yellow 
slightly  orange,  or  that  it  is  a  straight  yellow-orange,  or  that  it  is  a 
slightly  orange-red. 

Now  you  see  why  this  matter  of  hue  is  quite  complicated.  We 
must  learn  to  recognize  hues  accurately.  It  helps  in  matching  colors 
and  in  remembering  colors.  It  is  also  fun  to  be  able  to  see  the  differ¬ 
ence  between  orange,  yellow-orange,  and  red-orange  hues,  or  between 
blue,  blue-green,  and  yellow-green.  To  recognize  hue  accurately  is 
the  first  step  in  the  use  and  enjoyment  of  color. 

Experiment  with  hue.  If  you  have  not  had  much  experience  in 
mixing  colors  you  will  enjoy  this  experiment.  Use  water  colors  or 
soft  chalk. 

1.  Mix  orange,  green,  or  purple.  Remember  the  two  colors  which 
make  each  of  these  hues. 

2.  Try  mixing  red,  blue,  and  yellow.  Remember  that  the  results 
will  be  dull  if  you  are  able  to  secure  them  at  all. 

3.  Mix  each  of  the  intermediate  colors,  yellow-orange,  red-orange, 
red-violet,  blue-violet,  blue-green,  and  yellow-green.  Note:  It  is  not 
worth  while  spending  a  long  time  making  a  perfect  color  circle. 
Experiment  with  making  spots  of  color  until  you  remember  how 
each  hue  is  related  to  its  neighbors. 

Spectrum  colors  and  neutrals.  Undoubtedly  you  have  seen  the 
rainbow  with  its  lovely  colors — in  the  sky,  in  the  spray  from  a  water¬ 
fall,  or  when  sunlight  passed  through  a  glass  prism  and  broke  into  a 
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Made  with  “Prang  Colors” 
by  courtesy  of  the  American 
Crayon  Company 


A:  Color  circle  showing  the  location  of  the  three  primary  colors — red ,  yellow,  and 
blue. 

B:  Color  circle  showing  the  addition  of  the  three  secondary  colors — orange,  green, 
and  violet. 

C:  Color  circle  showing  a  gradation  of  hues.  Outer  circle  shows  spectrum  hues. 
Inner  circle  shows  neutralized  hues.  Center  spot  shows  neutral. 


many-hued  display.  But  perhaps  you  have  never  noticed  the  exact 
hues  of  the  rainbow  or  how  they  are  related.  Now  that  you  have 
learned  the  colors  on  the  color  circle,  you  know  the  rainbow  colors. 
If  you  cut  the  circle  between  red  and  violet,  and  straighten  the  circle 
into  a  vertical  strip,  you  will  have  a  slice  from  the  rainbow.  Begin¬ 
ning  with  red  at  the  top,  it  will  gradate  downward  to  violet  at  the 
bottom.  There  may  be  hints  of  red-violet  at  each  end. 

These  rainbow  colors  are  called  spectrum  colors.  As  you  know, 
rainbow  colors  are  very  bright.  We  say  they  are  spectrum  hues.  Rain¬ 
bow  hues  are  always  brighter  than  colors  painted  on  paper,  because 
they  are  produced  with  colored  lights.  However,  we  refer  to  the 
brightest  possible  painted  colors  as  spectrum  hues. 

In  contrast  to  the  hues  on  the  color  circle  there  are  black,  white, 
and  gray.  These  do  not  belong  to  any  of  the  color  families.  They  do 
not  “take  sides”  with  any  hue;  therefore  we  call  them  neutrals.  In 
fact,  they  lack  hue  or  color.  They  are  colorless,  or  neutral. 

What  happens  when  a  spectrum  color  and  a  neutral  are  mixed? 
You  can  see  for  yourself  on  the  inner  circle  of  C.  Each  color  is  grayed 
or  neutralized.  They  are  no  longer  spectrum  hues.  Most  of  the  colors 
in  the  world  about  us  are  neutralized.  No  one  lives  surrounded  by 
spectrum  hues.  Since  there  are  so  many  neutralized  hues  in  our 
world,  it  is  worth  while  to  study  them  a  bit.  Notice  what  happens  to 
each  spectrum  color  when  it  is  neutralized.  Red,  violet,  blue,  and 
green,  each  becomes  duller.  Orange  changes  character  and  becomes 
brownish.  (The  browns  and  tans  all  belong  to  the  orange  family.) 
Yellow  becomes  greenish.  Dark  yellow  is  the  kind  of  green  known 
as  olive  green. 

Experiments  in  neutralizing  colors.  Using  soft  crayons  or  water 
colors,  try  neutralizing  each  color  with  black,  white,  and  gray.  How 
does  the  effect  differ  when  you  use  white  and  when  you  use  black? 
What  colors  neutralized  will  produce  tan,  pink,  brown,  cream,  and 
lavender? 

Exercises  to  aid  in  the  recognition  of  color.  1.  Collect  examples 
of  color,  such  as  in  pieces  of  cloth,  paper,  yarn,  glass,  stones,  feathers, 
leaves,  and  leather.  Try  to  have  at  least  fifty  different  samples.  Ar¬ 
range  these  in  groups  according  to  the  twelve  hues  shown  on  the 
color  circle.  Have  someone  examine  your  groups  to  see  if  you  have 
identified  the  colors  correctly.  Can  you  distinguish  green  from 
yellow-green,  yellow-brown  from  red-brown,  and  so  on?  Perhaps  a 
contest  can  be  arranged  where  different  colors  are  shown  to  the 
class  while  the  class  writes  down  the  names  of  the  colors.  If  you  are 
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uncertain  about  the  hue  of  some  of  the  colors,  try  mixing  paints  to 
match  them.  In  this  way  you  can  discover  the  true  hue. 

2.  To  what  hue  on  the  color  circle  do  the  following  colors  belong? 


crimson 

taupe 

mustard 

lavender 

coral 

mulberry 

aqua 


salmon 

cerise 

lemon 

rust 

plum 

mahogany 

chartreuse 


purple 

pink 

cedar 

jade 

cream 

terra  cotta 

bronze 


sand 

gold 

beige 

mauve 

russet 

ecru 

raspberry 


3.  Make  a  list  of  as  many  color  names  as  you  can  for  each  of  the 
hues  on  the  color  circle. 

4.  Discuss  in  class  the  “new  colors”  that  are  popular  this  season. 
In  your  opinion  are  the  colors  new  or  are  the  names  new? 

5.  Experiment  with  dyeing  pieces  of  cloth.  Use  small  pieces  of 
white  cloth  and  any  commercial  dye.  Can  you  dye  a  piece  of  white 
cloth  yellow  by  using  orange  and  green  dye?  Brown  by  using  orange 
and  black?  Olive  green  by  using  yellow  and  black? 


Warm  and  cool  hues.  Some  colors  are  much  warmer  than  others. 
Of  course,  you  cannot  heat  your  house  with  them,  but  they  certainly 
can  make  it  seem  more  comfortable.  You  can  find  out  for  yourself 
which  are  the  warm  colors  by  trying  the  following  experiment.  Hang 
on  the  wall  six  pieces  of  paper  showing  the  six  spectrum  hues,  red, 
orange,  yellow,  green,  blue,  and  violet.  They  should  be  of  equal  size 
and  at  least  six  inches  square,  and  the  brightest  that  you  can  secure. 
Place  them  against  a  neutral  background.  Now  view  them  from 
across  the  room  and  decide  which  ones  seem  warm  to  you  and  which 
ones  seem  cool.  People  invariably  agree  that  red,  orange,  and  yellow 
are  the  warm  colors,  and  that  blue  and  green  are  the  cool  colors. 
There  may  be  some  disagreement  about  violet.  Naturally,  a  blue- 
violet  suggests  coolness  and  a  red-violet  suggests  warmth. 

Probably  the  reason  red,  orange,  and  yellow  suggest  warmth 
is  that  we  see  these  colors  in  fire,  burning  coals,  molten  metal, 
sunrises,  and  sunsets.  We  see  the  cool  colors  in  sky,  shady  trees,  lakes, 
and  streams. 

Repeat  the  experiment  with  neutralized  shades  of  the  six  spectrum 
hues.  Choose  light,  delicate  tones  of  pink,  tan,  yellow,  green,  blue, 
and  lavender.  Can  you  not  feel  the  same  suggestions  of  warmth  and 
coolness?  Imagine  that  each  of  the  colors  is  a  sample  of  wallpaper  for 
your  room.  Which  one  would  give  the  most  agreeable  effect  to  you? 
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We  are  all  sensitive  to  this  quality  of  color,  even  when  we  are  not 
really  aware  of  it.  Here  is  another  true  story  about  color.  The  owner 
of  a  prosperous,  well-patronized  little  restaurant  decided  that  he 
would  have  his  dining  room  redecorated  in  a  very  modern,  up-to-date 
style.  In  the  old  room,  the  walls  were  cream,  and  the  furnishings 
were  soft  green  with  bright  orange  trimmings.  In  the  new  room  the 
walls  and  all  furnishings  were  painted  a  brilliant  blue,  almost  a  spec¬ 
trum  blue.  There  were  also  mirrors  and  chromium  fixtures,  but  these 
served  only  to  reflect  the  violent  blue  color.  To  anyone  the  least  bit 
sensitive  to  color,  the  effect  was  positively  alarming.  It  was  cold  and 
forbidding.  Soon  business  began  to  drop  off,  and  in  six  months  the 
restaurant  closed  its  doors.  Perhaps  the  unhappy  color  was  not  the 
only  reason  for  this  catastrophe,  but  it  undoubtedly  helped.  One 
woman  who  knew  nothing  about  color  said,  “I  don’t  know  why  it  is, 
but  I  don’t  feel  comfortable  in  here  any  more.” 

Some  problems  in  the  use  of  warm  and  cool  hues.  1.  Name  some 
colors  that  will  help  you  to  appear  cool  on  a  hot  summer  day. 

2.  Describe  a  room  in  which  you  think  gray  woodwork  and  light 
blue  walls  could  be  used  successfully. 

3.  Do  you  think  warm  or  cool  hues  better  for  most  rooms  in  your 
own  climate?  Why? 

•& 

Aggressive  hues.  Hang  the  six  spectrum  hues  on  the  wall  and 
again  view  them  from  across  the  room.  Which  ones  seem  to  have 
more  carrying  power?  Or,  in  other  words,  which  ones  seem  more 
aggressive  and  more  forceful?  The  aggressive  colors  seem  to  be  nearer 
or  to  advance  beyond  the  other  colors.  If  possible,  hang  the  colors  at 
the  end  of  a  corridor  where  you  can  look  at  them  from  an  even 
greater  distance,  and  again  compare  them  as  to  their  aggressiveness 
and  carrying  qualities. 

The  majority  of  people  agree  that  the  warm  colors,  red,  orange, 
and  yellow,  are  aggressive  and  advancing  colors,  while  the  cool  colors, 
green,  blue,  and  violet,  are  retreating  and  quieter  colors.  This  con¬ 
trast  is  more  marked  when  comparing  spectrum  colors  of  full  in¬ 
tensity,  but  neutralized  reds,  oranges,  and  yellows  are  more  advanc¬ 
ing  than  neutralized  blues,  greens,  and  violets. 

Problems  in  the  selection  of  colors.  1.  Will  a  small  room  seem 
smaller  or  larger  if  the  walls  are  painted  a  strong  pink  color? 

2.  If  a  girl  "is  too  stout,  should  she  choose  to  wear  bright  yellow 
or  a  neutralized  green?  Why? 
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3.  Will  an  advertisement  to  be  read 
from  across  the  street  be  more  effective 
in  blue  and  white  or  black  and  yellow? 

4.  Can  the  red  or  the  green  signal-light 
at  the  street  crossing  be  seen  farther? 
Why? 

5.  Compare  spectrum  and  neutralized 
colors  for  aggressiveness.  Which  is  more 
advancing,  spectrum  or  neutralized 
green? 


This  sounds  as 
financial  value 


Light 


a 

- 

Middle 


Dark 


The  value  of  a  color. 
though  we  might  place  a 
upon  color,  but  it  really  has  nothing  to  do 
with  dollars  and  cents.  Value  is  a  quality  of 
color  which  depends  on  the  amount  of  light 
and  dark  in  the  color. 

Take  all  the  color  samples  which  you 
used  in  practicing  recognition  of  hue  and 
sort  them  into  three  piles,  the  lightest,  the 
darkest,  and  the  in-betweens.  You  have 
now  sorted  them  into  three  values,  light 
value,  middle  value,  and  dark  value.  Some¬ 
times  the  light  values  are  called  tints  and 
the  dark  values  are  called  tones. 

This  diagram,  with  five  steps  ranging 
from  white  through  light  gray,  middle  gray, 
and  dark  gray  to  black,  shows  what  is  called 
a  neutral  value  scale.  You  can  test  your 
grouping  of  the  color  samples  with  this 
value  scale.  Hold  each  sample  of  color  close 
to  the  scale  and  look  at  it  with  your  eyes 
partly  closed.  The  hue  becomes  less  promi¬ 
nent  and  if  you  close  your  eyes  enough 
seems  neutral.  Then  you  can  judge  its 
value.  To  give  yourself  practice  is  distin¬ 
guishing  values  accurately,  look  about  the 
room  at  the  colors  you  see  and  try  to  decide  the  true  value  of  each. 
Then  hold  your  value  scale  near  the  color  and  test  it  by  looking 
through  partly  closed  eyes. 

An  understanding  of  values  will  help  us  to  use  colors  to  the  best 
advantage.  As  we  look  at  the  value  scale  it  seems  natural  that  we 
should  hold  it  so  that  the  black  comes  at  the  bottom.  Try  turning 
your  book  upside  down;  the  value  scale  seems  wrong  side  up.  This 
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scale  with 


The  Tile-Tex  Division,  The  Flintkote  Company 

The  colors  in  this  bathroom  are  planned  to  give  a  pleasing  effect  of  color  values. 


little  experiment  offers  a  suggestion  for  the  arrangement  of  color 
values  in  interior  decoration.  Some  decorators  believe  that  floors 
should  be  the  darkest  value  in  a  room,  the  walls  should  be  lighter, 
and  the  ceiling  should  be  lightest  of  all.  This  corresponds  to  nature’s 
arrangement  of  values,  in  which  the  earth,  grass,  and  trees  near  at 
hand  are  darkest,  the  distance  is  lighter,  and  the  sky  is  lightest. 

A  second  point  to  remember  in  our  use  of  color  values  is  that 
sharp  contrasts  of  black  against  white  or  light  against  dark  are  more 
conspicuous  than  slight  contrasts  of  value,  such  as  light  against  mid¬ 
dle  value  or  middle  value  against  dark,  ff  you  wished  to  be  incon¬ 
spicuously  dressed,  would  you  choose  a  bold  black-and-yellow  striped 
sweater  or  one  with  light-value  tan  stripes  and  middle-value  brown 
stripes?  Since  sharp  contrasts  of  values  are  forceful  in  their  general 
effect,  it  is  best  to  avoid  them  for  backgrounds.  For  example,  if  one 
is  choosing  a  blue-and-white  striped  wall  for  a  bathroom,  as  shown 
above,  it  is  much  better  to  select  a  light  or  medium  blue  than  a 
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dark  navy  blue.  Notice  that  the  asphalt  tile  floor  is  darker  than  the 
blue  of  the  walls  and  the  ceiling  is  slightly  lighter.  This  blue-ancl- 
white  bathroom  has  accents  of  color  in  red,  which  was  used  for  the 
Venetian  blinds,  the  cover  on  the  dressing-table  bench,  the  door,  and 
the  circle  in  the  floor  design. 

Sharp  value  contrasts  are  dramatic.  Sharp  contrasts  of  black 
and  white  or  very  light  against  very  dark  are  striking  and  can  be 
used  to  create  a  dramatic  effect.  The  dining-room  setting  shown  on 
page  75  achieves  its  theatrical  quality  in  this  way.  The  large  painting 
in  tones  of  deep  browns  against  the  white  brick  wall  catches  the  eye 
at  once.  The  bottle-green  dishes  contrasted  with  the  pale,  blond 
wood  of  the  table  top,  and  the  dark  forest-green  upholstering  of  the 
chair  seats  with  the  pale  wood  of  the  chairs  contribute  to  the  dramatic 
quality.  The  group  of  bare  branches  against  the  light  wall,  and  the 
figure  with  black  hair  in  a  white  robe  are  especially  dramatic. 

Experiments  in  studying  value.  1.  Make  a  sample  of  dark  value 
for  each  of  the  spectrum  colors.  Be  sure  to  add  enough  black  to 
yellow  and  orange  so  they  are  really  dark  value.  It  requires  much 
more  black  than  color.  What  seems  to  happen  to  each  of  these 
colors?  Compare  your  samples  with  the  neutral  value  scale.  Are  they 
as  dark  as  the  dark  value  neutral? 

2.  While  outdoors  look  off  into  the  distance  with  your  eyelids 
almost  closed.  What  value  are  the  objects  near  at  hand?  The  distant 
objects? 

3.  Can  you  give  the  correct  value  for  the  different  objects  in  the 
room? 

4.  Experiment  with  commercial  dyes  and  cloth.  How  can  you 
dye  orange  cloth  dark  brown  without  using  brown  dye?  Dye  it  a 
light  value,  a  middle  value,  and  a  dark  value  of  red,  yellow,  blue. 
Can  you  mix  dyes  to  secure  these  results? 

Intensity  or  chroma  gives  a  color  strength.  Here  is  another 
color  quality  which  you  must  understand  to  enjoy  color  fully.  Com¬ 
pare  a  dull  pink  and  a  bright  red.  They  are  both  reds,  but  which  is  a 
stronger  color?  Which  is  more  intense?  Obviously  the  answer  is  red. 
A  spectrum  color  is  full  intensity  or  chroma.  A  tint  or  tone  is  weaker 
in  intensity.  Any  color  to  which  neutral  has  been  added  is  less  intense 
than  a  spectrum  hue.  The  more  black,  white,  or  gray  that  is  added, 
the  weaker  the  intensity. 

Spectrum  red  is  a  little  below  the  middle  on  the  value  scale.  Gray 
can  be  added  to  a  spectrum  red  without  making  it  either  lighter  or 
darker,  or  in  other  words  without  changing  the  value.  Spread  out 
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Sharp  contrasts  of  color  values  help 
room  area. 


to  create  the  dramatic  effect  in  this  dining- 
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your  color  samples  and  try  to  find  two  reds  of  the  same  value  but 
different  chroma.  Remember  that  intensity  or  chroma  means  the 
strength  of  a  color. 

Intense  colors  attract  a  great  deal  of  attention.  Sometimes  they 
scream  and  yell  for  attention.  If  not  used  properly  they  are  great 
nuisances.  Weaker  colors  can  be  used  in  larger  doses  without  becom¬ 
ing  objectionable.  This  is  a  good  rule  to  remember  in  house  furnish¬ 
ings.  Spectrum  blue  walls  and  ceiling  are  not  very  restful.  This  is 
another  reason  why  the  restaurant  owner  who  painted  his  dining 
room  spectrum  blue  soon  found  himself  with  no  customers.  If  he 
liked  bright  blue,  it  would  have  been  better  if  he  had  used  it  in 
smaller  bits  of  decoration,  such  as  the  dishes,  the  chair  backs,  or  the 
window  curtains. 

Suggestions  for  the  study  of  intensity.  1.  Make  a  sample  of  color 
that  is  full  intensity,  choosing  any  hue  that  you  like.  Then  make  a 
less  intense  sample  of  the  same  color,  keeping  it  at  the  same  value. 

2.  Can  you  describe  any  color  in  the  room  in  terms  of  hue,  value, 
and  intensity?  For  example,  the  color  of  a  dress  might  be  described 
as  blue  in  hue,  middle  in  value,  and  about  three-fourths  intensity. 
Sometimes  it  is  interesting  to  make  a  game  of  this  in  class.  One 
member  of  the  class  describes  the  color  and  the  other  members  of 
the  class  try  to  guess  what  article  she  is  describing. 

3.  Is  your  schoolroom  properly  decorated  as  to  intensity  and  value 
of  the  colors  used?  How  would  you  change  it  if  you  think  it  should 
be  changed? 

4.  Try  mixing  red,  yellow,  blue,  orange,  green,  and  violet  together 
in  equal  quantities.  What  is  the  result? 

5.  Experiment  with  dyes  in  neutralizing  bright  colors.  What  hap¬ 
pens  when  you  dip  bright  yellow  cloth  in  gray  dye?  Can  you  neu¬ 
tralize  bright  red  dye  by  adding  black  dye?  By  weakening  the  solu¬ 
tion? 

Color  names  are  pretty.  Each  season  there  are  new  color  names 
for  fashionable  colors.  Quite  often  we  hear  these  referred  to  as  “new 
colors,”  but,  of  course,  it  is  the  names  which  are  new,  not  the  colors. 
Because  a  color  is  newly  fashionable  one  year  does  not  mean  that  it  is 
a  new  color. 

The  names  which  are  invented  each  year  for  the  colors  of  fashion 
are  fascinating,  and  we  like  to  use  them  for  the  old  colors  which  we 
have  known  before.  After  our  study  of  the  color  circle  and  the  varia¬ 
tions  of  each  hue,  you  know  that  there  are  no  new  colors. 

New  color  names  often  call  up  the  most  delightful  color  pictures. 
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Pacific  blue  brings  us  visions  of  the  deep,  clear  blue  of  that  great 
ocean;  forest  green  makes  us  feel  the  cool  depth  of  the  pines;  and 
pansy  violet  reminds  us  of  the  soft  petal  color  of  the  garden  flower. 
Brick  red,  Spanish  brown,  hyacinth  blue,  gardenia  white,  and  rusty 
red  are  intriguing  names.  Of  course,  each  of  these  colors  could  be 
described  in  terms  of  hue,  value,  and  intensity,  but  new  color  names 
are  much  more  interesting.  As  long  as  we  understand  the  variations 
of  color  qualities,  we  can  enjoy  both  the  lovely  colors  and  their 
pretty  names. 

Quality  of  texture  affects  beauty.  Probably  there  are  millions 
of  rooms  in  the  United  States  with  cream  ivory  walls.  All  might  be 
the  same  hue,  the  same  color  value,  and  the  same  intensity,  but  some 
are  sure  to  be  much  more  beautiful  than  others.  Why?  Because  some 
are  much  more  pleasing  in  texture.  Many  walls  are  painted  with 
thick  enamel  paint  which  has  an  extremely  shiny  texture.  This  kind 
of  surface  is  easy  to  wash  and  seems  suitable  in  bathrooms  and 
kitchens  where  the  wall  is  splashed  frequently,  but  it  is  very  un¬ 
pleasant  in  the  living  portion  of  the  house  where  a  quieter  texture 
seems  more  desirable.  Other  walls  are  painted  with  a  dull-finish  paint 
which  has  a  softer  and  more  agreeable  texture.  Still  other  walls  are 
papered  with  smooth,  flat-colored  papers  which  are  not  objectionable 
in  texture  but  lack  interest.  Other  papers  have  delightful  textures 
produced  by  mottled  or  stippled  effects  and  by  very  small  patterns 
which  at  a  slight  distance  from  the  wall  have  the  effect  of  texture 
rather  than  of  an  all-over  pattern. 

There  is  no  hard-and-fast  rule  to  tell  us  when  a  texture  is  beautiful 
and  when  it  is  ugly.  We  learn  by  experience  and  by  comparison 
which  textures  are  most  agreeable.  Often  our  preference  for  a  texture 
depends  on  the  use  to  which  the  surface  is  put.  We  do  not  like  hard, 
shiny  walls  in  the  living  room,  but  in  the  kitchen  we  are  delighted 
with  smooth,  gleaming  surfaces.  We  do  not  like  oilcloth  for  a  bed¬ 
spread,  but  on  the  kitchen  shelves  it  is  fine. 

Now  let  us  think  about  textures  in  color  without  reference  to  a 
particular  use.  Think  of  a  piece  of  red  velvet,  a  piece  of  red  canvas,  a 
piece  of  red  satin,  and  a  piece  of  red  patent  leather.  Practically  every¬ 
one  will  say  that  the  red  velvet  and  the  red  satin  are  most  beautiful. 
Of  course,  we  cannot  use  them  on  the  kitchen  shelves — but  that  is 
another  matter!  Suppose  you  are  buying  material  for  a  blue  wool 
dress.  You  will  find  that  some  materials  have  a  much  nicer  texture 
than  others.  Suppose  you  are  buying  a  desk.  You  will  find  that  the 
finish  on  some  desks  is  much  more  pleasing  than  on  others.  Some  are 


77 


Kentile,  Inc. 

The  interesting  texture  of  the  tile  floor  in  this  room  contrasts  pleasantly  with  the 
white  brick  wall. 

varnished  with  a  high-gloss  varnish  that  is  very  ugly.  Others  are 
finished  with  a  rubbed  polish  that  is  lovely. 

The  only  way  you  can  learn  to  appreciate  differences  in  textures  is 
through  experience  in  seeing  and  feeling  them.  Make  it  your  busi¬ 
ness  to  collect  several  samples  of  dress  materials,  all  the  same  color. 
Study  the  differences  in  texture.  Watch  for  differences  in  the  finish 
of  furniture,  in  walls,  draperies,  rugs,  hats,  and  the  dozens  of  other 
places  where  texture  is  important.  Soon  you  will  see  how  texture  can 
add  beauty  to  a  color. 

The  room  shown  above  has  an  interesting  combination  of  textures 
which  can  be  seen  easily  in  the  black-and-white  reproduction  with¬ 
out  any  color.  Notice  first  the  tile  floor  with  its  pleasing  stippled 
effect.  The  contrast  with  the  white  brick  wall  is  particularly  nice. 
The  luster  of  the  plastic-covered  chair  at  the  right  and  the  ribbed 
texture  of  the  chair  at  the  left  add  further  interest  to  the  general 
effect. 
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Suggestions  for  the  study  of  texture.  1.  Collect  samples  of  color, 
the  same  in  hue,  value,  and  intensity  but  differing  in  texture.  You 
may  find  pieces  of  paper,  cloth,  glass,  feathers,  and  similar  articles. 
Explain  why  you  think  some  of  the  textures  are  more  beautiful  than 
than  others. 

2.  Try  describing  the  most  beautiful  example  of  finely  gradated 
color  and  texture  which  you  have  seen  recently. 

3.  Collect  as  many  samples  as  possible  of  one  kind  of  material — 
for  example,  silk  crepe  dress  material  or  cretonne  for  curtains.  Study 
these  for  their  texture  to  determine  which  are  most  pleasing. 


Related  color  harmonies 

Monochromatic — a  self-tone  harmony.  As  you  may  guess  from 
its  name,  the  monochromatic  or  self-tone  harmony  is  made  up  of 
several  tones  of  one  hue.  For  instance,  a  cretonne  pattern  may  in¬ 
clude  orange,  tan,  brown,  and  other  tones  from  the  orange  family, 
and  it  may  also  contain  black,  white,  and  gray.  Remember  that  the 
neutrals  belong  to  no  family  group.  Therefore,  they  can  be  added  to 
a  self-tone  harmony  without  changing  the  type  of  color  combination. 

Monochromatic  harmonies  are  used  quite  frequently  in  dress.  A 
beige  dress  with  brown  belt,  hat,  and  gloves,  or  a  dark  blue  suit 
and  hat  with  light  blue  blouse,  purse,  and  gloves  are  examples  of  this 
type  of  color  combination. 

Self-tone  harmonies  are  not  used  so  frequently  in  interior  decora¬ 
tion  as  are  other  types  of  harmonies.  However,  most  pleasing  effects 
can  be  secured  with  self-tone  combinations.  Suppose  you  have  a  set 
of  maple  bedroom  furniture  with  a  soft  yellow-brown  finish.  With 
this  you  would  perhaps  use  ivory  woodwork,  cream-colored  walls, 
brown  rug,  brown-and-orange  cretonne  drapes,  and  a  dull  orange- 
and-tan  bedspread.  Bathrooms  and  kitchens  are  particularly  well 
suited  to  monochromatic  combinations.  A  bathroom  with  jade-green 
tile  walls,  a  black-and-white  tile  floor,  white  fixtures,  and  a  green 
shower  curtain  with  a  black-and-white  pattern  is  most  attractive.  A 
kitchen  in  black  and  white  and  red  is  equally  nice  in  color. 

Monochromatic  harmonies  are  the  simplest  and  easiest  to  use.  If 
you  use  different  values  and  intensities  of  the  same  hue,  you  are 
practically  sure  to  achieve  a  good  harmony.  The  reason  for  this  is 
obvious.  Harmonious  colors  seem  to  belong  together.  They  do  not 
fight  with  each  other.  They  do  not  argue  or  even  suggest  a  disagree¬ 
ment.  Different  tones  of  the  same  hue  all  have  something  in  common, 
so  it  is  easy  for  them  to  agree.  But  do  not  think  that  any  tones  of  the 
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same  hue  will  combine  harmoniously.  You  know  that  different  mem¬ 
bers  of  the  same  family  sometimes  disagree  most  violently!  Perhaps 
this  is  more  likely  to  be  true  with  a  human  family  than  with  a  color 
family,  but  nevertheless  you  must  use  care  in  combining  various 
tones  of  one  hue  if  you  expect  to  secure  a  real  harmony. 

There  is  no  rule  which  will  tell  you  when  two  colors  harmonize. 
You  must  be  able  to  see  it  and  feel  it.  The  best  way  to  acquire  a  good 
sense  of  color  harmony  is  to  keep  “trying  it  on  your  eye.”  Combine 
different  colors.  Always  ask  yourself,  “Do  these  colors  seem  to  belong 
together?”  Soon  you  will  feel  that  certain  colors  harmonize  much 
better  than  others.  It  is  best  to  begin  with  monochromatic  combina¬ 
tions  because  the  colors  are  more  likely  to  blend. 

Adjacents — a  neighboring  harmony.  In  this  type  of  color  com¬ 
bination  two  or  three  neighboring  hues  on  the  color  circle  are  used 
together.  For  example,  tones  of  green,  yellow,  and  orange  can  pro¬ 
duce  a  most  delightful  harmony.  Let  us  consider  again  the  bedroom 
with  maple  furniture  in  a  soft  yellow-brown  finish.  To  carry  out  an 
adjacent  harmony  we  might  use  yellow-and-white  striped  wallpaper, 
yellow-orange  linen  covers  for  the  dresser  and  table,  a  corn-yellow 
chenille  bedspread,  green-and-yellow  cretonne  drapes,  and  a  dull 
green  rug  for  the  floor.  Remember  that  you  cannot  take  just  any 
tones  of  green,  yellow,  and  orange  and  expect  to  produce  a  harmony. 
They  are  neighboring  colors,  but  sometimes  neighbors  do  not  get 
along  with  each  other!  They  must  have  something  in  common.  Green, 
yellow,  and  orange  do  have  something  in  common  because  there  is 
yellow  in  both  green  and  orange.  For  this  reason  yellow-orange  and 
yellow-green  are  more  easily  blended  with  yellow  than  blue-green 
and  red-orange.  When  you  try  to  create  an  adjacent  harmony  of 
green,  yellow,  and  orange  for  your  bedroom  with  the  maple  furni¬ 
ture,  you  are  more  likely  to  be  successful  if  you  choose  yellow-greens 
and  yellow-oranges. 

An  attractive  living  room  can  be  planned  to  be  finished  in  a  yellow, 
green,  and  orange  combination.  Light  pouring  through  sheer  yellow 
window  curtains  creates  the  keynote  to  the  whole  color  effect.  Col¬ 
ored  window  curtains  always  cast  a  faint  color  tone  over  the  whole 
room.  In  this  case  the  yellow  tint  serves  to  draw  the  colors  closer  to-  , 
gether,  and  creates  a  pleasant,  warm  effect. 

Nature  gives  us  many  examples  of  adjacent  color  harmonies.  The 
yellow  jonquil  has  a  yellow-orange  center  and  yellow-green  stem  and 
leaves.  Autumn  landscapes  are  full  of  reds,  red-oranges,  yellows,  and 


browns.  The  sky  often  shows  a  gradation  of  hue  from  blue-violet  at 
the  zenith  down  through  blue  to  blue-green  at  the  horizon. 

Some  neighboring  colors  get  along  with  each  other  better  than 
others.  Red,  red-orange,  and  red-violet  are  very  difficult  to  harmonize 
successfully.  They  are  all  warm  colors  and  all  aggressive.  It  is  difficult 
for  aggressive  people  to  get  along  with  each  other,  especially  if  they 
are  hot-headed!  This  is  equally  true  of  colors.  Blue,  blue-violet,  and 
blue-green  are  also  difficult  to  combine  happily.  They  are  all  cool  and 
receding  colors.  Such  a  combination  is  likely  to  be  monotonous  and 
uninteresting  unless  there  is  a  variety  of  value  and  intensity.  Dark 
value  blue  with  light  value  blue-lavender  and  jade  green  may  make 
a  good  harmony.  This  combination  is  not  generally  desirable  in  in¬ 
terior  decoration  because  the  colors  are  all  cool.  Red  with  its  adja- 
cents  is  also  a  poor  color  scheme  for  a  room.  In  this  case  all  the  colors 
are  warm.  Generally  it  is  better  to  have  a  balance  of  warm  and  cool 
colors  in  a  room.  Yellow  with  its  adjacents  provides  this  contrast.  Of 
course,  there  are  other  uses  for  blue  with  its  adjacents  and  red  with 
its  adjacents.  A  dark  blue  dress  with  an  orchid  collar  and  jade  cos¬ 
tume  jewelry  is  very  attractive.  A  bouquet  of  gladioli  in  tones  of  rosy 
lavender,  maroon  red,  and  salmon  pink  is  a  fine  combination. 

Good  adjacent  harmonies  can  be  produced  by  using  other  groups 
of  neighboring  colors.  Orange  and  its  neighbors,  red  and  yellow, 
often  make  a  particularly  exciting  harmony.  Imagine  a  scarlet  coat 
with  gold  buttons  and  trimmings,  white  trousers,  and  a  tall  black  and 
orange  hat.  It  is  just  the  thing  for  a  band  uniform.  Green  with  its 
adjacents  blue  and  yellow,  and  purple  with  its  adjacents  red  and 
blue,  can  be  used  to  make  equally  interesting  and  pleasing  har¬ 
monies. 


Study  of  related  color  combinations.  1.  Collect  samples  of  wall¬ 
paper,  plastics,  drapery  and  upholstering  materials,  and  any  other 
available  materials  that  will  serve  to  show  color.  Work  in  small 
groups  or  committees.  Each  committee  is  to  make  the  best  possible 
monochromatic  harmony  and  the  best  adjacent  harmony  with  the 
materials  at  hand.  The  harmonies  are  to  be  discussed  by  the  class. 

2.  Collect  colored  pictures  from  magazines  in  which  the  predomi¬ 
nating  colors  form  a  related  harmony. 

3.  Be  prepared  to  describe  a  monochromatic  and  an  adjacent 
harmony  which  you  have  seen  in  nature.  If  possible,  bring  the  speci¬ 
men  to  class. 
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Diagram  showing  three  types  of  contrasting  color  combinations.  Left:  Comple¬ 
ments.  Center:  Split-complements.  Right:  Near-complements. 

Contrasted  color  harmonies 

Complementary  colors — a  business  partnership.  Colors  which 
lie  directly  opposite  each  other  on  the  circle  are  not  related.  They  do 
not  belong  to  the  same  family,  and  they  certainly  are  not  neighbors. 
However,  they  are  business  partners.  The  first  circle  in  the  diagram 
above  shows  three  pairs  of  these  opposite  colors,  blue  and  orange, 
red  and  green,  and  yellow  and  violet.  These  pairs  of  colors  have 
nothing  in  common,  but  they  can  be  united  very  agreeably  in  a 
business  partnership. 

Let  us  see  how  we  can  persuade  a  pair  of  opposite  colors,  blue  and 
orange,  to  form  a  harmonious  partnership.  Take  some  blue  paint 
and  add  a  little  orange.  You  will  notice  that  the  blue  is  grayed  or  neu¬ 
tralized.  Now  take  some  orange  and  add  a  little  blue  paint.  It  also  be¬ 
comes  gray  or  neutralized.  Neutralized  orange  is  called  brown  or  tan. 
If  we  mix  the  orange  and  blue  so  that  they  balance  perfectly  the  re¬ 
sult  is  a  neutral.  In  this  sense,  we  can  say  that  the  two  colors  need 
each  other  or  complete  each  other  in  order  to  produce  neutrality. 
Thus  we  get  the  term  color  complements,  and  we  can  think  of  this 
type  of  color  combination  as  a  business  partnership. 

Since  complementary  colors  contrast  with  each  other  so  strongly, 
they  are  more  difficult  to  use  harmoniously  than  are  the  related  color 
combinations.  However,  when  properly  harmonized  they  give  very 
interesting  and  beautiful  effects. 

Look  at  the  color  illustration  opposite  page  4  and  you  will  see  at 
once  that  the  basic  color  scheme  is  complementary.  Blue  and  orange 
tones  dominate  this  delightful  color  effect.  The  soft  blue  of  the  wall 
forms  a  perfect  background  for  the  orange -red  of  the  sofa,  the  copper 
tones  of  the  accessories,  and  the  bright  flame  in  the  fireplace.  The 
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wood  tones  of  the  furniture  belong  to  the  orange  family.  The  red- 
orange  sofa  and  the  yellow-orange  wall  introduce  the  split-comple¬ 
ments  of  orange,  adding  a  delightful  color  variation.  Split-comple¬ 
ments  are  described  in  the  following  paragraph. 

Split-complements  and  near-complements.  True  complemen¬ 
tary  colors  are  always  directly  across  the  color  circle  from  each  other 
and  when  properly  mixed  make  a  perfect  neutral  gray.  A  variation  of 
complementary  color  harmony  is  indicated  in  the  second  diagram  on 
page  82.  The  lines  show  a  combination  of  blue  with  orange,  yellow- 
orange,  and  red-orange.  Instead  of  using  the  one  color,  orange,  as  a 
complement  to  blue,  the  orange  has  been  split  so  as  to  include  yellow- 
orange  and  red-orange.  This  adds  variety  and  interest  to  the  color 
scheme. 

The  second  variation  of  the  complementary  color  combination  is 
called  near-complementary.  In  this  case  only  one  of  the  split-comple¬ 
ments  is  used — for  example,  blue  and  yellow-orange.  The  lines  on  the 
third  diagram  show  green  and  its  near-complement,  red-orange. 
Green  and  red-orange  is  a  particularly  usable  scheme  for  the  colors  in 
a  room.  Rust  (dark  red-orange)  may  be  used  for  the  plain  floor 
covering,  a  lighter  tone  for  the  draperies,  and  brighter  bits  of  red- 
orange  in  pieces  of  pottery,  copper  bowls  or  plates,  and  in  small 
decorative  tapestries. 

The  Swedish  tapestry  in  the  illustration  opposite  page  84  shows  an 
interesting  use  of  near-complements — red-orange  and  blue-green, 
plus  tones  of  orange  and  yellow-orange.  The  browns  and  tans,  of 
course,  belong  to  the  orange  family.  Notice  how  well  balanced  and 
satisfactory  the  harmony  seems. 


Suggestions  for  practice  in  harmonizing  complementary  colors. 
Complementary  colors  in  spectrum  intensity  offer  the  most  violent 
contrast  that  can  be  obtained  with  color,  a  contrast  too  violent  to 
be  agreeable.  We  can  learn  some  helpful  things  about  combining 
complementary  colors  by  a  simple  experiment.  Collect  many  sam¬ 
ples  of  blue  paper  and  cloth,  including  light  blues,  middle-value 
blues,  dark  blues,  neutralized  blues,  and  intense  blues.  Collect  also 
many  samples  of  orange,  tan,  brown,  cream,  and  ecru.  Lay  these 
out  on  a  table  in  two  groups  and  combine  samples  from  each  group 
according  to  the  following  suggestions. 

1.  Select  the  most  intense  blue  and  the  most  intense  orange  and 
put  them  together.  If  both  the  colors  are  intense  they  will  not  har¬ 
monize.  Then  take  the  intense  orange  and  try  it  with  different 
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Diagram  showing  the  four  triad  color  combinations. 


samples  of  neutralized  blue  until  you  find  the  one  which  seems  most 
harmonious.  Do  you  find  it  better  to  have  a  large  spot  of  dull  blue 
with  a  small  spot  of  bright  orange,  or  a  large  spot  of  bright  blue 
with  a  small  spot  of  dull  orange? 

Make  the  best  combination  of  two  dark  tones:  blue  and  brown. 
Make  the  best  combination  of  light,  delicate  tones:  pale  blue  with 
cream  or  light  tan. 

Find  the  best  combination  of  blue  and  orange,  one  light  and  the 
other  dark  value. 

2.  Try  the  same  experiments  with  red  and  green,  and  with  yellow 
and  violet.  Which  pair  of  complements  do  you  find  most  difficult 
to  combine  harmoniously? 

3.  Try  the  same  experiments  with  a  pair  of  near-complements. 
Blue  and  yellow-orange,  green  and  red-orange,  or  orange  and  blue- 
green  are  good  combinations  to  try. 

Triads — another  business  partnership.  The  triad  combination  is 
composed  of  strongly  contrasting  hues.  As  you  can  see  in  the  above 
diagram,  three  colors  located  at  equal  distances  around  the  circle  are 
combined.  The  red,  yellow,  and  blue  combination  is  sometimes 
spoken  of  as  the  major  or  primary  triad.  Certainly  these  three  hues  do 
not  belong  to  the  same  family,  nor  are  they  neighbors.  Again  three 
hues  are  combined  in  a  business  partnership.  These  three  when 
mixed  in  the  right  proportions  will  produce  a  perfect  gray.  When 
used  properly  they  can  be  combined  in  very  interesting  and  beautiful 
harmonies.  The  same  thing  is  true  of  each  of  the  other  triads  indi¬ 
cated  on  the  above  circles.  Of  course,  it  is  necessary  to  use  neutralized 
tones  in  order  to  secure  good  harmonies.  Spectrum  red,  yellow,  and 
blue  used  together  produce  a  most  glaring  and  discordant  effect.  A 
room  done  in  such  tones  would  be  truly  terrible!  But  the  room 
shown  opposite  page  186,  with  light  blond  (yellow)  furniture,  dull 
blue  walls  and  a  rose-red  rug,  is  most  charming. 
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A  Swedish  tapestry  showing  the  use  of  a  complementary  and  near-comple¬ 
mentary  scheme — blue-green  and  red-orange  plus  near-complementary  tones 
of  brown  and  tan  ( the  orange  family ). 


The  orange,  green,  and  violet  triad  also  offers  a  suggestion  for  a 
pleasant  room.  Brown  walnut  furniture,  pale  green  walls,  mulberry 
upholstering,  a  moss-green  rug,  homespun  drapes  striped  with  orange 
and  green,  and  bright  orange  vases  on  the  mantel  make  a  delightful 
effect.  This  is  the  secondary  triad. 

The  tertiary  triads  shown  in  the  second  circle  on  page  84  also  offer 
good  suggestions  for  interior  color  schemes.  It  is  not  so  easy  to  use 
three  colors  in  a  costume.  Present  fashion  uses  only  one  or  two  hues 
for  most  costumes.  However,  we  frequently  find  a  triad  combination 
used  in  the  print  materials  which  are  so  popular.  Even  men  occa¬ 
sionally  wear  triad  color  harmonies.  For  example,  a  dark  blue  suit, 
red  socks,  black  shoes,  white  shirt,  and  red-and-yellow  figured  tie 
make  a  triad  harmony. 

Practice  in  making  triad  harmonies.  1.  Experiment  in  making 
triad  harmonies  just  as  you  did  in  making  complementary  har¬ 
monies.  Secure  as  many  samples  of  color  as  possible.  It  is  not  possible 
to  make  really  good  color  combinations  unless  you  have  the  right 
colors  from  which  to  choose.  As  you  make  the  combinations,  con¬ 
stantly  ask  yourself  this  question:  “Do  the  colors  blend  perfectly?” 

2.  Cut  pictures  from  magazines  and  collect  specimens  from  nature 
that  you  think  are  good  examples  of  contrasted  harmonies.  Select 
your  examples  carefully.  It  is  better  to  have  one  good  example  than 
ten  poor  ones. 


Color  and  the  principles  of  design 

Color  effects  are  most  successful  when  planned  in  acordance  with 
the  principles  of  design.  Some  of  the  rules  about  design  which  you 
have  already  learned  will  help  you  to  use  color  wisely. 

Balanced  arrangements  of  color.  We  cannot  have  truly  bal¬ 
anced  arrangements  unless  we  take  color  into  consideration.  Color 
can  change  the  apparent  weight  and  size  of  an  object.  This  implies 
that  in  a  formally  balanced  arrangement  the  colors  on  each  side  of 
the  central  point  will  be  alike  in  hue,  value,  and  intensity.  But  in  the 
informally  balanced  arrangements  we  must  take  into  account  the 
weight  and  attracting  power  of  colors. 

An  experiment  in  balancing  colors.  Experiment  with  intense  and 
neutralized  colors  in  making  informally  balanced  arrangements. 
Choose  an  intense  orange-colored  paper  and  a  dull  well-neutralized 
orange,  or  what  we  generally  call  tan.  Cut  three  squares  from  each 
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paper — a  half-inch  square,  an  inch  square,  and  a  two-inch  square. 
Make  a  diagram  representing  such  a  seesaw  as  that  shown  on  page 
15,  with  a  board  about  eight  inches  long.  Experiment  with  the 
different-sized  squares  of  intense  orange  and  neutralized  orange 
(tan  or  brown),  placing  them  on  opposite  sides  of  the  center  until 
you  find  a  balanced  arrangement.  Can  you  use  the  same  size  squares 
of  bright  orange  and  tan  at  equal  distances  from  the  center  and 
secure  a  balanced  feeling?  Does  the  intense  color  or  the  neutralized 
color  seem  to  be  heavier  and  have  more  attracting  power?  You 
should  be  able  to  find  at  least  three  different  balanced  arrange¬ 
ments. 

In  performing  this  experiment  you  will  discover  that  intensity  of 
color  must  be  taken  into  account  when  making  balanced  arrange¬ 
ments.  You  have  used  two  different  intensities  of  the  same  color,  but 
the  problem  is  the  same  in  using  different  colors.  For  example,  an 
intense  orange  and  a  dull  blue  can  be  balanced  against  each  other.  Do 
you  always  find  that  a  small  amount  of  intense  color  will  balance  a 
large  area  of  neutralized  color? 

Balance  of  colors  above  and  below  the  center.  Color  plays  an 
important  part  in  creating  a  balanced  effect  above  and  below  the 
center  of  a  design.  We  have  already  mentioned  that  rooms  generally 
appear  better  balanced  if  the  darker  and  heavier  colors  are  on  the  floor 
and  the  lighter  colors  are  above.  Can  you  imagine  the  effect  in  a  room 
with  a  white  floor  and  black  ceiling?  You  probably  feel  as  though  the 
ceiling  was  about  to  come  down  on  your  head!  This  is  an  exaggerated 
arrangement  of  colors  which  you  will  probably  never  see.  It  is  quite 
likely,  however,  that  you  will  see  other  color  arrangements  where  the 
colors  seem  upside  down  in  a  room. 

We  have  found  that  a  small  amount  of  intense  color  will  balance  a 
larger  amount  of  neutralized  color.  This  must  be  taken  into  con¬ 
sideration  when  balancing  from  top  to  bottom.  Suppose  that  you  are 
making  a  flower  arrangement  using  some  brilliantly  colored  gaillardia 
blossoms  and  some  smaller  yellow  and  white  flowers.  You  will  want 
to  use  the  bright  gaillardias  near  the  bottom  of  the  arrangement  and 
the  smaller,  less  intense  flowers  at  the  higher  points  in  the  arrange¬ 
ment.  (See  the  arrangement  on  page  282.) 

In  concluding  our  study  of  balanced  color  let  us  emphasize  its  im¬ 
portance  as  a  means  of  securing  a  feeling  of  rest  and  repose.  Any 
picture  or  design,  no  matter  how  simple  or  how  complicated,  must 
satisfy  this  requirement  in  order  to  be  truly  artistic.  Shapes,  lines,  and 
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colors  must  be  arranged  on  each  side  of  a  central  point  so  as  to  pro¬ 
duce  a  feeling  of  stability  and  balance.  When  formal  balance  is  used, 
shapes  of  equal  size  and  weight  are  placed  on  each  side,  equally 
distant  from  the  center.  When  informal  balance  is  used,  the  larger 
shapes  are  placed  near  the  center  and  the  smaller  ones  farther  away. 
The  feeling  of  stability  and  repose  which  we  secure  through  balance 
and  arrangement  also  depends  on  balance  above  and  below  a  central 
point. 

A  suggestion  for  your  notebook.  Add  colored  illustrations  of  the 
following  to  your  notebook:  (1)  formal  balance;  (2)  informal  bal¬ 
ance;  (3)  balance  from  top  to  bottom. 

Write  a  short  explanation  under  each  illustration  telling  what 
kind  of  balance  it  has  and  why.  Remember  to  follow  the  rule  about 
margins  when  you  are  arranging  these  pages  in  your  notebook. 

Other  problems  in  the  balance  of  color.  1.  Experiment  in  bal¬ 
ancing  warm  and  cool  colors  either  side  of  a  central  point.  Any 
combination  of  complementary  colors  furnishes  a  contrast  of  warm 
and  cool  colors.  Does  it  require  a  larger  or  smaller  amount  of  warm 
color  to  balance  a  cool  one? 

2.  Experiment  in  balancing  values.  Cut  some  squares  of  black 
and  of  middle  gray  and  try  balancing  them  on  a  white  background. 
Is  the  black  or  the  gray  heavier?  Try  the  same  experiment  with  a 
light-value  blue  and  very  dark  blue.  If  you  were  balancing  two 
vases  approximately  the  same  size,  one  a  dark  green  and  the  other  a 
light  green,  on  top  of  a  bookcase,  which  would  you  place  nearer 
the  center?  Why? 

Good  proportions  in  color  combinations.  The  principle  of  pro¬ 
portion  is  helpful  in  combining  colors  successfully.  We  found  that 
exactly  equal  spacing  is  monotonous.  Here  is  a  hint  for  combining 
colors.  Exactly  equal  amounts  in  a  combination  makes  an  uninterest¬ 
ing  effect.  There  should  be  more  of  one  color  than  of  the  other  to 
make  the  most  pleasing  harmony.  Let  us  see  how  this  works  out  in 
combining  black  and  white.  In  a  checkerboard  pattern  there  are 
equal  amounts  of  light  and  dark.  A  quilt  with  a  plain  checkerboard 
pattern  is  not  so  attractive  as  the  quilt  shown  on  page  88.  In  this 
pattern  there  is  definitely  more  light  than  dark.  The  quilt  is  an  old 
one  made  about  1850.  The  pattern  was  worked  out  in  Turkey 
red  on  a  white  background.  Although  it  is  a  simple  pattern,  it  is  very 
effective. 
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An  old  quilt  made  about  1850.  It  shores  an  interesting  proportion  of  light  and 
dark  with  more  light  than  dark.  This  is  much  more  pleasing  than  equal  amounts 
as  in  a  checkerboard  pattern. 

Nice  proportions  between  light  and  dark  are  also  found  in  the  old 
Colonial  coverlet  from  Virginia  shown  on  the  opposite  page.  If  the  : 
reverse  side  of  the  coverlet  were  shown  you  could  see  the  opposite 
effect  of  light  and  dark.  This  is  because  the  coverlet  was  made  by 
weaving  the  light  and  dark  threads  together  to  form  the  pattern. 
Instead  of  thinking  of  the  coverlet  in  black  and  white  as  shown  here, 
think  of  it  in  blue  and  white,  or  blue  and  tan,  or  rose  and  blue. 

Remember  this  rule  when  combining  colors:  Combine  colors  in 
pleasing  proportions.  Avoid  equal  amounts  of  two  or  more  colors. 
Also  avoid  a  great  deal  of  one  color  and  only  a  tiny  bit  of  another. 

Other  proportion  problems  in  color  combinations.  Another 
problem  is  the  relation  of  warm  to  cool  color.  One  must  decide 
whether  the  predominating  effect  is  to  be  warm  or  cool.  For  example, 
we  may  wish  to  give  a  room  an  effect  of  warmth,  yet  we  need  small 
areas  of  cool  color  for  pleasing  contrast.  A  room  finished  entirely  in 
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An  old  Colonial  coverlet  from  Virginia.  In  this  pattern  the  dark  predominates. 


warm  color  probably  would  seem  unpleasant.  Not  all  color  schemes 
require  a  contrast  of  warm  and  cool  color.  For  example,  a  costume 
may  be  carried  out  successfully  in  either  warm  or  cool  color.  A  red 
dress  needs  no  contrast  of  cool  color.  It  is  interesting  to  study  paint¬ 
ings  for  contrasts  of  warm  and  cool  tones.  Generally  you  will  find 
that  the  artist  chooses  a  dominant  effect  of  either  warm  or  cool  tones 
and  uses  small  areas  of  opposite  tones  for  contrast. 

Still  another  problem  in  color  proportions  is  the  relation  of  intense 
and  neutralized  hues.  Here  is  a  rule  to  remember:  Small  areas  of  in¬ 
tense  color  and  larger  areas  of  neutralized  color  combine  most  success¬ 
fully.  A  gray  wall  with  bright  orange  vases  on  the  mantel  is  all  right, 
but  a  bright  orange  wall  with  some  tan  vases  is  terrible!  A  navy  blue 
dress  with  a  brilliant  blue  tie  is  all  right,  but  a  brilliant  blue  dress 
with  a  navy  blue  tie  may  look  queer.  In  general,  it  is  best  to  use 
small  areas  of  intense  color  with  larger  areas  of  neutralized  color. 
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A  suggestion  for  your  notebook.  Find  illustrations  which  show 
colors  used  in  pleasing  proportions.  These  may  be  room  interiors, 
costumes,  magazine  advertisements,  or  posters. 

Rhythm  in  color.  Spots  of  color  in  a  design  can  carry  the  eye 
across  a  mantelpiece  or  around  a  room  as  well  as  can  black  and  white 
spots  or  lines.  To  accomplish  this,  there  must  be  a  repetition,  or 
echoing,  of  the  color  on  each  side  of  the  mantelpiece  and  in  the  dif¬ 
ferent  parts  of  the  room.  This  is  particularly  evident  when  bright 
colors  are  used,  because  the  eye  is  so  easily  attracted  to  them.  In  a 
room  where  vivid  yellows  are  used  for  the  small  areas,  care  should 
be  taken  to  repeat  the  yellow  color  notes  in  different  parts  of  the 
room.  If  a  yellow  bowl  is  used  on  the  mantelpiece,  its  color  should 
be  repeated  in  other  parts  of  the  room,  perhaps  through  yellow 
accents  in  figured  curtain  materials  or  yellow  objects  placed  on 
tables  or  tops  of  bookcases.  Then  the  eye  is  drawn  naturally  about 
the  room  from  one  yellow  spot  to  another. 

Repetition,  or  rhythmic  repeat,  of  the  neutralized  colors  is  also 
important,  because  they,  too,  help  the  eye  to  travel  about  the  room 
in  a  restful  manner.  Sometimes  the  color  for  a  curtain  or  table 
runner  is  best  decided  by  thinking  out  what  color  should  be  repeated. 
Care  must  be  taken  in  repeating  the  colors  not  to  make  equal  areas, 
as  this  would  violate  the  principle  of  good  proportion.  One  helpful 
way  to  think  is  in  terms  of  small  repeats  or  echoes.  Each  large  mass 
of  color  should  be  echoed  by  smaller  masses  of  the  same  color  in  other 
parts  of  the  room. 

For  your  notebook.  Find  a  colored  illustration  which  shows  the 
rhythmic  use  of  color.  This  may  be  an  advertisement,  a  reproduction 
of  a  painting,  or  room  interior. 

How  color  is  used  to  secure  emphasis.  Another  means  of  secur¬ 
ing  a  center  of  interest  is  contrast  of  color.  This  may  be  a  contrast 
of  values,  such  as  black  against  white,  which  makes  a  striking  con¬ 
trast,  or  a  contrast  of  intense  color  against  neutralized  color.  A  bright 
orange  tie  worn  on  a  dark  blue  dress  always  attracts  attention.  The 
same  tie  worn  on  an  orange-colored  dress  would  not  be  noticed. 
Since  intense  color  is  bound  to  force  our  attention,  it  behooves  us 
to  use  it  only  in  those  places  where  we  want  a  center  of  interest.  If 
we  color  our  walls  a  bright  canary  yellow,  they  cease  to  be  a  good 
background  and  attract  far  too  much  attention. 
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Enjoying  and  using  color  in  your  world 

Color  more  than  anything  else  can  help  our  homes  and  our  ward¬ 
robes  to  be  attractive.  Our  rooms  can  just  as  well  be  full  of  delightful 
colors  as  dull  and  drab.  Our  clothing  can  just  as  well  be  right  for 
our  faces  and  figures  as  wrong.  It  costs  no  more.  A  can  of  lovely 
yellow  paint  costs  no  more  than  one  of  dismal  gray.  A  pretty  blue 
coat  costs  no  more  than  an  ugly  blue.  All  it  requires  is  understanding 
of  color  qualities  and  harmonies.  You  will  not  learn  everything 
there  is  to  know  about  color  in  this  unit  of  work.  But  it  should  give 
you  a  start  toward  the  better  use  and  enjoyment  of  color.  The  more 
often  you  notice  colors,  the  more  often  you  try  to  harmonize  colors, 
the  better  your  taste  will  become. 


SOME  REMINDERS  ABOUT  COLOR 

Ask  yourself  these  questions  when  you  are  choosing  colors.  Con¬ 
sider  them  as  standards  for  the  use  of  color. 

1.  Is  the  hue  right?  Does  it  lean  too  much  toward  its  neighbor? 
Is  it  the  exact  hue  you  want? 

2.  Are  the  color  values  right?  Is  the  contrast  of  light  and  dark  too 
striking  or  too  slight? 

3.  Does  the  color  give  the  effect  of  coolness  or  warmth  which  is 
needed? 

4.  Are  the  colors  too  aggressive? 

5.  Is  the  color  too  intense  or  too  weak? 

6.  Is  the  texture  pleasing  and  suitable  for  its  use? 

7.  Are  the  colors  blended  into  a  harmonious  whole? 

8.  Is  the  combination  of  colors  haphazard  or  consistently  related? 
Is  the  general  effect  monochromatic,  adjacent,  complementary,  or 
triadic? 


To  TEST  WHAT  YOU  HAVE  LEARNED  ABOUT  COLOR 

I.  List  some  of  your  own  personal  color  problems  that  have  occuned  to 
you  since  you  began  your  color  study.  Discuss  solutions  for  your  problems. 

II.  Report  any  instance  of  how  vou  have  enjoyed  beauty  in  color  since 
your  study  of  this  chapter. 

III.  Plan  the  ideal  color  scheme  for  your  own  room  that  you  would 
like  to  carry  out  if  it  were  possible  for  you  to  do  so.  Collect  as  many 
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samples  of  wallpaper,  rugs,  and  curtains  as  you  can.  Make  drawings  of 
the  walls  if  you  can  and  color  them.  Be  prepared  to  report  to  the  class, 
telling  them  your  plan  and  showing  your  samples.  When  each  member 
of  the  class  reports,  the  other  members  of  the  class  should  ask  questions 
as  to  why  certain  colors  have  been  combined  and  should  criticize  the 
general  scheme. 

IV.  Choose  the  word  in  each  of  the  following  exercises  which  you  think 
gives  the  correct  answer. 

1.  What  quality  of  color  prevents  spectrum  blue  and  orange  from 
being  harmonious?  Hue ,  value,  intensity. 

2.  What  is  wrong  with  a  sand-colored  wallpaper  for  a  living  room  hav¬ 
ing  a  very  shiny  surface?  Hue,  value,  texture,  coolness. 

3.  What  is  wrong  in  the  arrangement  of  colors  in  a  room  in  which 
the  walls  are  paneled  in  brown  oak,  the  ceiling  is  cream  color,  and  the 
floor  is  light  yellow  maple?  Hue,  value,  intensity,  warmth,  coolness. 

4.  What  is  wrong  in  a  room  in  which  the  furniture  is  red  mahogany, 
the  rugs  are  dark  blue,  and  the  walls  are  bright  Chinese  red?  Hue,  value, 
advancing  color,  texture. 

5.  What  is  wrong  in  a  room  in  which  the  walls  and  ceiling  are  white 
and  there  are  heavy,  dark  brown  beams  across  the  ceiling?  Hue,  value, 
intensity,  coolness. 

6.  What  color  name  would  you  use  for  a  color  that  can  be  described 
as  red  in  hue,  dark  in  value,  and  about  one-half  full  strength  in  intensity? 
Pink,  maroon,  scarlet,  crimson,  rose. 

7.  What  color  name  would  you  use  for  a  color  that  can  be  described 
as  orange  in  hue,  light  in  value,  and  about  one-fourth  color  strength  or 
intensity?  Brown,  flame,  sand,  gold,  mustard,  coral. 

8.  What  type  of  color  harmony  is  produced  when  tones  of  lavender, 
jade,  peach,  orchid,  tan,  gray,  and  white  are  blended  together?  Mono¬ 
chromatic,  complementary ,  self-tone,  analogous,  triad. 

9.  If  you  wished  to  make  a  small  room  appear  larger,  what  color 
would  you  paint  the  walls?  Light  green,  pink,  yellow,  buff. 

10.  What  makes  rough  plaster  walls  generally  produce  a  more  pleasing 
effect  than  the  smooth  plaster  walls  when  painted  the  same  color?  Hue, 
value,  intensity,  texture. 

V.  Some  questions  to  answer: 

1.  Why  are  there  many  more  color  names  than  appear  on  the  color 
circle? 

2.  If  blue  and  orange  make  a  complementary  combination,  how  does 
it  happen  that  blue  and  brown  are  also  complementary? 

3.  Since  red  and  green  are  complementary  colors,  will  all  combina¬ 
tions  of  red  and  green  produce  harmonious  results?  Explain. 

4.  List  the  things  that  you  have  learned  in  this  chapter  that  would 
help  you  in  planning  the  color  scheme  for  a  room. 

5.  What  have  you  learned  about  color  that  will  help  you  to  match 
colors  more  accurately? 
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6.  Can  you  detect  differences  in  shades  of  color  when  you  are  trying 
to  match  them?  What  causes  the  differences?  Give  an  illustration. 

7.  Give  an  example  of  proper  use  of  warm  colors;  of  cool  colors. 

8.  What  is  the  correct  distribution  of  color  values  in  a  room? 

9.  How  does  texture  contribute  to  fine  color  quality? 

10.  What  are  monochromatic  and  triad  harmonies? 

11.  Of  what  value  is  it  to  know  which  colors  are  advancing  and  which 
are  receding?  Give  an  illustration. 

VI.  Your  teacher  will  hang  ten  examples  of  color  combinations  around 
your  classroom.  These  may  be  textiles,  pictures,  or  advertisements.  Some 
of  them  will  show  real  color  harmony  and  some  will  not.  Each  example 
of  color  will  be  numbered.  Make  two  rows  of  numbers  from  one  to  ten 
on  your  paper.  Opposite  the  first  row  of  numbers  record  whether  you 
think  each  example  of  color  is  harmonious  or  inharmonious.  Opposite 
the  other  row  of  numbers  write  down  the  type  of  color  combination 
which  you  think  is  predominant  in  each  example. 
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Chapter  5 


MAKE  THE  MOST  OF  WHAT 

YOU  HAVE 


Begin  your  study  of  beauty  and  comfort  in  your  own  home  by  con¬ 
sidering  the  arrangement  of  the  furnishings  which  you  already 
possess.  Perhaps  the  beauty  of  what  you  have  is  lost  because  it  is 
not  shown  off  properly.  Possibly  your  rooms  would  be  more  livable 
if  the  furniture  were  rearranged  for  comfort  and  convenience.  It  is 
not  always  a  new  chair  or  new  drapes  that  adds  beauty  and  livable 
quality  to  a  room.  Often,  a  new  arrangement  of  old  furnishings  with 
an  eye  for  harmony  and  convenience  is  better  than  the  most  expen¬ 
sive  purchase. 

Good  arrangement  helps  to  produce  harmony.  We  have  already 
learned  that  there  must  be  an  agreement  of  lines,  shapes,  and  colors 
to  produce  an  effect  of  harmony.  This  is  just  as  true  in  the  placing 
of  furniture  and  rugs  in  a  room  as  in  placing  a  picture  on  the  page 
of  a  snapshot  book.  Good  arrangement  of  the  furniture  and  rugs  in  a 
room  implies  that  they  must  be  placed  so  that  they  are  in  harmony 
with  its  structural  lines.  Most  rooms  and  most  pieces  of  furniture 
are  rectangular  in  structure.  This  makes  it  necessary  to  place  the 
larger  pieces  of  furniture  and  rugs  parallel  with  the  walls  of  the 
room  in  order  to  secure  a  harmonious  effect. 

Compare  the  two  arrangements  of  the  same  furniture  in  the  same 
room  on  the  opposite  page.  The  quiet,  comfortable  effect  in  the  top 
picture  is  due  in  part  to  the  arrangement  of  the  davenport,  chairs, 
and  tables.  The  davenport  and  Duncan  Phyfe  table  are  parallel  with 
the  wall.  The  two  chairs  are  not  parallel  with  the  walls  but  are  set  at 
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A  contrast  in  effects  produced  chiefly  by  arrangement.  Top:  Dignified,  harmon¬ 
ious,  and  comfortable.  Bottom:  Restless,  fussy,  and  uncomfortable. 


angles  which  seem  harmonious  with  the  shape  of  the  room.  In  the 
bottom  picture  these  same  pieces  of  furniture  are  arranged  so  as  to 
make  a  decidedly  inharmonious  effect.  The  cornerwise  arrangement 
of  the  rugs,  the  “tidies,”  the  picture  wires,  and  the  stairstep  arrange¬ 
ment  of  the  pictures  all  contribute  to  the  feeling  of  unrest  and  con¬ 
fusion.  Observe  that  one  rug,  the  three  small  pictures,  and  several 
small  articles  on  the  mantel  and  tables  have  been  eliminated  in  the 
top  arrangement,  thus  adding  greatly  to  the  effect  of  restful  comfort. 
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Too  many  decorations  give  a  room  a  cluttered,  restless  appearance. 
If  we  have  more  possessions  than  can  be  used  successfully  at  one  time, 
we  should  store  them  away  until  ready  for  a  change. 

In  the  attempt  to  make  our  rooms  quiet  and  restful,  we  should 
not  go  to  the  extreme  of  having  them  bare  of  decorative  accessories, 
or  arrange  the  furniture  and  rugs  in  too  severe  and  formal  a  fashion. 
It  is  not  necessary  that  every  piece  of  furniture  and  every  rug  be 
placed  with  absolute  geometrical  accuracy  to  coincide  with  the  struc¬ 
tural  lines  of  the  room.  Often  it  is  desirable  to  place  the  smaller 
pieces  of  furniture,  such  as  chairs  and  small  tables,  at  slight  angles 
to  the  walls.  This  relieves  the  stiff  and  formal  effect,  and  is  often 
more  convenient. 


Suggestions  for  further  study.  1.  Find  two  pictures  of  room  in¬ 
teriors  in  magazines  which  illustrate  the  following:  (1)  harmony, 
unity,  and  convenience;  and  (2)  confusion,  disorganization,  and  lack 
of  comfort.  List  the  special  points  which  you  think  important  about 
each  room.  If  the  pictures  are  in  color,  give  your  opinion  of  the 
effect  in  each  one. 

2.  Can  you  suggest  a  better  arrangement  of  furnishings  for  any 
room  in  your  own  house?  Describe  what  you  would  do  to  accom¬ 
plish  it.  ! 

Convenient  arrangements  are  important.  Room  arrangements 
that  are  convenient  and  comfortable  for  living  are  far  more  pleasing 
than  awkward  and  inconvenient  arrangements.  The  diagrams  on 
page  98  show  two  plans  of  arrangement  for  the  same  furniture  in 
the  same  living  room.  These  floor  plans  are  like  maps.  The  large 
outside  rectangles  show  the  shape  of  the  room  and  the  location  of 
doors,  windows,  and  fireplace. 

In  the  top  arrangement,  little  thought  has  been  given  to  con¬ 
venience  and  comfort.  The  davenport  has  been  placed  in  front  of  the 
windows,  making  it  difficult  to  reach  them  for  opening  or  closing, 
and  also  making  it  impossible  to  place  a  chair  so  as  to  get  the  best 
light  for  reading.  The  fireplace,  which  is  a  natural  center  of  interest 
in  a  room  even  when  there  is  no  fire  in  it,  has  been  disregarded.  The 
desk  has  been  placed  so  as  to  prevent  having  a  chair  at  the  left  of  the 
fireplace.  One  chair  has  been  placed  so  as  to  interfere  with  easy  en-  •  < 
trance  from  the  hall.  Two  of  the  tables  are  not  placed  so  as  to  be 
within  convenient  reach  from  any  chair.  This  arrangement  of  the 
tables  is  bad,  since  often  we  wish  to  lay  some  object,  such  as  a  book  or 
a  letter,  on  a  table  without  rising  from  a  chair. 

Now  study  the  arrangement  of  the  same  furniture  in  the  bottom 
diagram.  Chairs  have  been  arranged  on  each  side  of  the  fireplace, 
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and  tables  and  lights  are  convenient  to  these  chairs.  The  chairs  to 
the  right  of  the  fireplace  have  good  daylight  from  the  windows.  The 
davenport  is  against  the  opposite  wall,  with  a  floor  lamp  at  one  end 
and  a  small  table  at  the  other.  The  desk  has  a  corner  to  itself  where 
one  could  work  without  being  located  in  the  center  of  other  activi¬ 
ties.  Passage  to  and  from  the  hall  is  not  obstructed  by  a  chair,  as  in 
the  top  diagram. 

Suggestions  for  further  study.  The  idea  of  convenient  arrange¬ 
ment  of  furniture  applies  to  other  rooms  in  the  house  as  well  as 
to  the  living  room.  The  best  arrangements  for  the  dining  room  and 
bedrooms  are  problems  to  be  thought  out.  A  study  of  the  following 
questions  and  diagrams  will  suggest  points  to  be  considered  in  ar¬ 
ranging  the  bedroom  and  the  dining  room. 

1.  Examination  of  the  floor  plans  on  page  99  will  show  that  in 
one  plan  the  furniture  has  been  placed  in  the  room  without  regard 
to  convenience  or  harmonious  effect.  In  the  other  plan  the  furniture 
has  been  placed  in  the  room  in  a  convenient  and  harmonious  way. 
Answer  the  following  questions: 

In  which  plan  is  the  bed  well  placed  with  respect  to  light  from 
the  windows?  Is  it  pleasant  to  have  the  light  shine  in  one’s  eyes  in 
the  morning? 

In  which  plan  is  the  bed  well  placed  with  respect  to  general  ap¬ 
pearance  when  one  enters  from  the  hall?  Which  position  of  the  bed 
will  make  the  room  seem  larger  and  less  filled  with  furniture? 

Should  the  dresser  be  placed  near  the  closet?  Why? 

In  which  plan  is  the  rule  about  harmonious  placing  of  furniture 
violated?  Why? 

Which  position  of  the  dresser  is  better  for  the  light? 

2.  Draw  a  floor  plan  of  a  room  at  home  showing  the  present  ar¬ 
rangement  of  furniture.  Then  draw  another  floor  plan  showing 
how  you  would  improve  the  arrangement.  It  will  be  best  to  draw 
the  plan  to  scale,  as  otherwise  the  drawing  may  show  a  plan  that 
cannot  be  used  with  the  real  furniture.  A  scale  of  one  inch  to  one 
foot  on  large  paper  is  easy  to  work  with. 


The  art  principles  help  in  arrangement.  Good  arrangement  of 
home  furnishings  requires  placing  for  both  beauty  and  utility.  As 
pointed  out  in  Chapter  2,  pleasing  effect  and  practical  considerations 
go  hand  in  hand.  This  partnership  has  been  further  explained  in  the 
discussion  and  illustrations  given  on  the  last  three  pages. 

For  further  study  of  good  arrangement,  we  shall  consider  the  ways 
in  which  the  principles  of  design  are  helpful  in  making  satisfactory 
and  attractive  arrangements. 
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Two  plans  of  arrangement  for  the  same  furniture  in  the  same  living  room.  Top: 
inconvenient  for  use.  Bottom:  A  more  comfortable  and  convenient  arrangement. 
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Two  arrangements  of  the  same  furniture  in  the  same  bedroom.  Which  is  more 
convenient  for  use ? 
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This  formally  balanced  arrangement  of  a  bedroom  grouping  is  very  satisfactory 
for  beauty  and  convenience. 


Balance  your  arrangements.  We  know  that  a  picture  or  design 
with  good  balance  gives  a  sense  of  stability  and  repose.  Certainly  we 
desire  this  quality  in  our  rooms.  It  is  not  restful  to  sit  in  a  room 
which  lacks  stability  and  repose.  Balanced  effects  in  rooms  are  secured 
by  the  right  arrangement  of  both  large  and  small  furnishings.  Each 
small  arrangement  of  decorative  accessories  on  the  tops  of  mantels, 
bookcases,  desks,  and  dressers  should  be  well  balanced.  Earlier  in  the 
book  we  discussed  both  formal  and  informal  balance  as  expressed  in 
such  small  arrangements.  (See  pages  16  and  19.)  Each  large  arrange¬ 
ment  of  furniture  and  accessories  should  also  show  good  balance. 
Here  too  either  formal  or  informal  balance  may  be  successfully  used. 

In  planning  arrangements  it  is  advisable  to  think  of  the  balance 
as  seen  on  each  wall.  A  good  example  of  formally  balanced  furniture 
is  seen  in  the  davenport  group  shown  on  page  26.  Another  formally 
balanced  group  is  shown  above,  with  a  bed,  headboard,  bedside 
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Sylvania  Electric  Products 


This  television-sitting  room  is  a  good  example  of  balance,  proportion,  rhythm, 
and  emphasis  in  arrangement. 


cabinets,  lamps,  and  pictures.  This  is  an  especially  nice  use  of  the 
contemporary  style  in  furniture. 

An  interesting  fireplace  wall  arrangement  is  shown  in  the  room 
on  this  page.  Again  the  arrangement  is  simple.  A  large  piece  of  drift¬ 
wood,  a  group  of  books,  and  two  pictures  are  arranged  to  give  an 
unusual  but  pleasing  effect.  The  group  of  books  is  just  off  center 
toward  the  right.  The  piece  of  driftwood  at  the  extreme  right  is  bal¬ 
anced  by  the  two  pictures  which  are  a  little  closer  to  the  center  on 
the  left-hand  side.  The  fireplace  and  sofa  provide  an  interesting  base 
for  the  whole  design.  A  feeling  of  repose  and  stability  is  well  estab¬ 
lished. 

The  room  is  used  as  a  combination  television-sitting  room.  The 
sectional  furniture  can  be  moved  as  desired  and  made  to  form  a 
long  couch  for  an  overnight  guest.  The  folding  wall  at  the  right 
leads  into  a  modern  type  bedroom. 
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Balance  your  rooms  from  side  to  side.  Each  room  as  a  whole, 
as  well  as  each  small  arrangement  and  each  wall,  should  have  a 
balanced  effect.  When  you  stand  in  the  center  of  a  room  and  look 
about,  you  should  feel  an  equal  distribution  of  weight.  Not  all  of 
the  heavy  pieces  should  be  crowded  into  one  half  of  the  room.  Of 
course,  we  are  not  thinking  of  weight  in  terms  of  pounds  but  weight 
in  terms  of  power  to  capture  attention. 

Observe  the  balance  of  weight  on  the  three  walls  shown  in  the 
television-sitting  room  on  page  101.  In  this  case  we  feel  that  there 
is  an  equitable  distribution.  The  television  cabinet  on  the  right  is 
balanced  by  the  davenport  with  the  group  of  four  pictures  above, 
and  the  fireplace  wall  holds  its  own  in  interest  and  power  to  attract 
the  eye. 

Suggestions  for  further  study.  1.  Since  it  is  difficult  and  often 
impossible  to  use  full-sized  furniture  in  experimenting  with  different 
arrangements,  it  is  a  good  plan  to  use  toy  furniture  that  can  easily 
be  moved  about.  It  is  wise  to  select  toy  furniture  of  fair  size  in  order 
to  approximate  actual  conditions.  This  makes  easy  the  experiment¬ 
ing  with  arrangement  which  is  generally  impossible  when  we  have 
to  shift  heavy  furniture  and  climb  on  stepladders  to  rehang  pictures. 
Use  your  small  furniture  to  see  how  many  good  balanced  arrange¬ 
ments  you  can  secure.  This  will  enable  you  to  carry  out  your  ideas 
of  arrangement  without  the  inconvenience  and  fatigue  of  shifting 
large  pieces  of  furniture. 

2.  What  type  of  balance  is  shown  on  page  180?  Do  you  consider 
the  balance  good?  Why?  Be  sure  of  your  reasons  and  be  prepared  to 
present  them  to  the  class. 

3.  Make  a  sketch  showing  a  wall  arrangement  in  your  home  that 
you  think  shows  good  balance. 

Good  arrangements  depend  on  good  proportions.  We  have 
learned  that  proportion  is  the  relationship  of  spaces  to  one  another. 
When  we  arrange  articles  on  a  mantelpiece  or  furniture  in  a  room, 
we  produce  spacing  that  is  either  interesting  or  uninteresting.  The 
placing  of  the  furniture  against  the  wall  in  the  illustration  on  the  op¬ 
posite  page  is  managed  so  as  to  secure  interesting  proportions.  Ob¬ 
serve  that  the  chairs  are  not  placed  exactly  in  the  center  of  the  space  on 
each  side  of  the  chest,  but  that  they  are  nearer  to  the  chest.  Notice, 
too,  that  the  candles  are  not  so  tall  that  they  are  level  with  the  pic¬ 
ture.  All  these  relationships  of  space  make  for  pleasing  variety.  If 
you  wish  to  see  how  much  more  uninteresting  the  spacing  might  be, 
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A  dining-room  luall  arrangement  that  shows  formal  balance.  It  also  illustrates 
especially  nice  proportions  in  the  placing  of  the  chairs,  the  height  of  the  candles 
in  relation  to  the  picture,  and  the  size  of  the  picture  in  respect  to  the  chest. 


make  a  tracing  of  the  wall,  sliding  the  paper  so  as  to  place  the  chairs 
in  the  center  of  each  wall  space  and  the  candlesticks  level  with  the 
picture. 

A  comparison  of  pleasing  and  of  monotonous  spacing  is  illustrated 
on  pages  104  and  105.  The  effect  in  the  first  picture  is  monotonous 
because  the  table  is  in  the  exact  center  of  the  wall  space,  the  vase 
and  statue  are  just  the  same  height,  and  the  picture  is  hung  too  high. 
In  the  second  arrangement  the  table  has  been  moved  to  the  left,  and 
the  picture  has  been  lowered.  The  vase  has  been  eliminated.  Remem¬ 
ber,  it  is  not  necessary  to  use  all  your  decorative  accessories  at  once. 
You  will  observe  that  better  balance  has  been  secured  in  the  last 
arrangement.  The  principles  of  art  co-operate  with  each  other.  When 
the  spacing  in  this  arrangement  was  improved,  balance  was  also  im¬ 
proved. 

The  drawings  on  page  106  show  six  treatments  of  the  wall  space 
above  a  davenport.  In  number  1  there  are  four  pictures  exactly  the 
same  size,  and  the  width  of  the  space  between  each  two  pictures 
equals  the  width  of  the  pictures.  The  result  is  monotonous  and  un¬ 
interesting.  In  2  one  small  picture  has  been  hung  above  the  daven¬ 
port,  but  this  also  violates  the  principle  of  proportion.  The  picture 
is  much  too  small  for  the  space  and  seems  lost.  The  difference  in  size 
is  too  great.  In  3  a  large  picture  is  hung  above  the  davenport,  fitting 
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Uninteresting  arrangement  of  table  and  decorative  accessories  in  a  small  wall 
space.  The  effect  is  haphazard. 


into  the  space  much  more  harmoniously.  In  4  the  principle  of  pro¬ 
portion  is  again  violated.  Things  which  vary  too  greatly  in  size  can¬ 
not  be  successfully  combined,  and  the  two  tiny  pictures  are  out  of 
scale  with  the  larger  one.  In  5  the  three  pictures  of  equal  size  are 
arranged  to  produce  a  unified  effect,  or  we  might  say  a  panel  effect, 
which  is  in  nice  proportion  to  the  davenport  below.  In  6  the  five 
pictures  of  unequal  size  have  also  been  arranged  to  give  the  effect 
of  a  unified  panel.  The  separate  pictures  are  in  good  proportion  to 
one  another,  and  the  whole  panel  of  pictures  is  in  good  proportion 
to  the  davenport. 

The  principle  of  proportion  is  a  most  helpful  guide  in  the  arrange¬ 
ment  of  furniture  and  decorative  accessories.  It  helps  to  make  a 
whole  wall  more  interesting  and  a  small  group  of  decorative  acces¬ 
sories  more  pleasing,  and  is  an  aid  in  selecting  the  right  accessories 
for  various  uses.  As  one  student  of  interior  decoration  remarked,  “It 
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A  more  interesting  arrangement  than  the  one  shown  on  the  opposite  page  chiefly 
because  of  better  spacing. 


is  astonishing  how  much  it  helps  to  move  a  chair  a  little  to  the  right 
or  left,  or  to  hang  a  picture  a  little  lower,  or  to  take  away  one  vase.” 

Suggestions  for  further  study.  Many  problems  in  proportion  con¬ 
front  the  person  who  arranges  the  furnishings  of  a  room.  It  is  help¬ 
ful  to  remember  that  spaces  which  are  too  much  alike  are  monot¬ 
onous  and  that  spaces  which  vary  too  greatly  will  not  give  a  unified 
effect.  But  in  addition  to  this  we  need  experience  in  “feeling”  fine 
proportions.  The  following  problems  suggest  some  ways  that  will 
help  develop  your  sense  of  good  proportions. 

1.  Draw  a  rectangle  to  represent  a  wall,  not  less  than  6  by  10 
inches  in  size.  Cut  rectangles  of  the  correct  size  and  shape  to  repre¬ 
sent  a  table,  chairs,  pictures,  or  whatever  you  wish  to  use.  Move 
these  rectangles  about  on  the  paper  until  the  spacing  seems  most 
pleasing  to  you.  Then  draw  the  furniture  in  more  detail  and  ask 
the  other  members  of  your  class  to  criticize  it  for  spacing. 
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In  which  of  these  arrangements  is  the  picture  not  in  harmony  with  the  size  of  the 
davenport?  In  which  one  does  the  size  of  the  picture  harmonize  with  the  daven¬ 
port?  Which  arrangement  has  monotonous  spacing?  In  which  one  are  the  pictures 
not  harmonious  in  size?  In  which  tivo  arrangements  is  the  spacing  pleasing? 


2.  Study  the  arrangement  on  the  mantel  shown  on  page  107.  Ex¬ 
plain  how  balance  is  achieved.  Why  not  push  the  clock  in  toward 
the  center?  Why  not  place  one  small  object  on  the  other  side  of 
the  framed  picture? 

How  is  the  principle  of  proportion  used  in  the  placing  of  the 
articles  on  the  mantel?  Why  are  the  proportions  of  the  mantel  itself 
pleasing? 
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The  Donley  Brothers  Company 


A  simple  and  pleasing  arrangement  on  a  simple  but  dignified  mantel. 

Rhythm  helps  in  making  arrangements.  Our  earlier  study  of 
rhythm  was  concerned  mostly  with  the  movement  of  the  eye  carried 
along  by  lines.  Rhythmic  movement  can  also  be  produced  by  spots 
as  shown  in  the  diagram  below.  In  the  first  part  of  the  diagram 
our  eyes  naturally  follow  along  the  curve  of  the  line.  In  the  second 


A  diagram  to  show  how  the  eye  is  carried  along  by  lines  or  spots. 
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Mrs.  Allan  Masser 


This  arrangement  lacks  a  good  center  of  interest.  The  whole  effect  is  confused 
and  cluttered. 


part,  our  eyes  jump  from  spot  to  spot.  The  line  drawn  through  the 
spots  in  the  third  part  of  the  diagram  helps  the  eye  to  move  a  little 
faster.  However,  the  feeling  of  movement  from  spot  to  spot  is  just 
as  definite  as  when  the  eye  follows  a  line. 

A  good  example  of  rhythmic  room  decoration  created  by  the  use 
of  both  lines  and  spots  is  shown  on  page  101.  Attention  is  likely  to 
be  caught  first  by  the  unusual  decoration  at  the  right  of  the  mantel — 
the  gnarled  and  twisted  piece  of  driftwood.  Your  eye  will  wander  up 
and  down  the  main  branch,  then  travel  out  over  the  lines  of  the  arms 
which  reach  across  the  mantel,  then  jump  to  the  spot  created  by 
the  group  of  books,  and  then  make  a  bigger  jump  to  the  pictures  at 
the  right.  Next  your  eye  may  possibly  travel  back  under  the  cornice 
to  the  driftwood  or  it  may  drop  down  to  the  dark  sofa  silhouetted 
against  the  light  wall  and  over  to  the  fireplace.  Thus  your  eye  tours 
around  the  whole  wall,  stopping  here  and  there  at  points  of  interest. 

Compare  the  arrangements  on  these  two  pages.  In  which  one  does 
the  eye  get  around  more  easily  from  spot  to  spot?  What  effect  does 
this  have  on  the  feeling  of  unity  in  the  whole  arrangement? 
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Mrs.  Allan  Masser 


In  this  arrangement  the  mirror  has  become  a  pleasing  center  of  interest.  The  im¬ 
provement  was  achieved  by  removing  several  articles  showji  on  the  opposite  page 
and  placing  the  remaining  articles  advantageously. 


The  rhythmic  effect  in  the  grouping  of  modern  bedroom  furniture 
(page  100)  is  one  of  low  horizontal  lines.  This  is  one  of  the  important 
characteristics  of  the  contemporary  style.  Your  eye  is  caught  first  by 
the  gooseneck  lamps  with  their  crossed  lines,  then  your  eye  probably 
will  jump  to  one  of  the  pictures  with  its  horizontal  rectangle,  then 
down  to  the  top  of  the  bookshelf,  on  down  to  the  cabinet,  across  the 
bolster,  around  the  other  cabinet,  and  back  to  the  lights. 

You  will  find  it  interesting  to  look  through  the  illustrations  in  the 
other  chapters  of  this  book  to  find  pleasing  rhythms.  Notice  particu¬ 
larly  the  types  of  rhythms  expressed  in  the  Pennsylvania  Dutch  de¬ 
signs  on  page  62  and  the  rhythmic  forms  in  the  house  exterior  on 
page  365. 

Suggestions  for  further  study.  1.  Make  a  sketch  showing  an  ar¬ 
rangement  for  the  top  of  a  bookcase  or  sideboard  with  good  balance, 
pleasing  proportions,  and  interesting  rhythm. 
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2.  It  is  an  interesting  experiment  to  try  making  rhythmic  color 
arrangements,  using  toy  furniture  and  a  box  with  one  side  open  for 
the  room.  It  is  easy  to  paint  the  furniture,  walls,  and  floors  different 
colors,  using  opaque  water  colors  or  poster  paint.  If  the  first  com¬ 
bination  of  colors  does  not  seem  satisfactory,  wash  off  the  color  that 
is  wrong  and  try  another  color.  It  is  possible  to  try  several  colors  in 
a  small  amount  of  time  because  the  objects  are  small  and  it  does 
not  take  long  to  repaint  them.  Use  pieces  of  colored  cloth  and  paper 
for  rugs,  curtains,  and  wallpaper.  We  can  think  of  this  small  room 
and  its  furniture  as  a  miniature  stage  setting.  You  will  remember 
that  the  aim  of  this  experiment  is  not  to  play  with  doll  furniture 
but  to  produce  a  color  arrangement  that  expresses  good  rhythm, 
good  balance,  and  good  proportion. 

A  center  of  interest  is  important.  In  our  study  of  the  principles 
of  art  we  learned  that  it  is  important  for  every  design  to  have  a  center 
of  interest.  Arrangements  large  or  small,  a  mantel,  a  dining  table,  or 
a  whole  room,  should  be  thought  of  as  designs,  and  each  needs  a 
center  of  interest.  Some  feature  should  be  emphasized  so  that  it 
dominates  the  design.  In  the  television-sitting  room  on  page  101  the 
driftwood  dominates  the  fireplace  wall.  This  emphasis  is  secured 
partly  by  its  large  size,  partly  by  the  sharp  contrast  of  dark  against 
light,  and  also  by  the  use  of  an  unusual  feature. 

Do  you  ever  think  of  a  table  setting  as  a  design?  This  is  another 
instance  where  beauty  and  utility  are  close  partners.  Certainly  tables 
are  set  for  a  practical  purpose,  and  at  the  same  time  we  enjoy  having 
them  attractive.  Do  you  not  enjoy  feasting  your  eyes  on  beauty  while 
you  feed  the  inner  man? 

The  table  setting  on  the  opposite  page  was  carefully  planned  to 
give  a  very  pleasing  effect.  Can  you  see  it  in  your  mind’s  eye  with  deep- 
green  china  on  a  lemon-yellow  cloth,  and  the  centerpiece  with 
orange-yellow  or  flame-colored  blossoms  and  dark  glossy  green  leaves? 
Notice  how  well  the  principles  of  design  have  been  expressed.  The 
design  is  nicely  balanced  with  a  place  at  either  end  and  the  large 
centerpiece  balancing  the  two  place  settings  on  the  opposite  side.  The 
proportion  of  light  and  dark  is  interesting  and  gives  a  pleasing  effect. 
Lovely  rhythmic  patterns  are  found  in  the  contours  of  the  dishes, 
the  silver,  in  the  green  leaves,  and  in  the  flower  petals.  The  center- 
piece  dominates  the  design  in  a  very  satisfactory  way.  It  seems  just 
the  right  size,  neither  too  large  nor  too  small.  In  planning  a  center 
of  interest,  be  careful  not  to  make  it  so  large  that  it  overwhelms  the 
rest  of  the  design  or  so  small  that  it  lacks  emphasis. 
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Richards  Morgenthau  Company,  New  York  City;  Russel  Wright,  American  Modern 

The  principles  of  design  are  well  expressed  in  this  beautiful  table  setting. 


Each  small  arrangement  needs  a  center  of  interest.  The  prin¬ 
ciple  of  emphasis  is  just  as  important  in  small  arrangements  as  in  the 
arrangement  of  the  whole  room.  When  all  the  objects  in  an  arrange¬ 
ment  are  equally  important,  the  effect  is  confusing.  In  the  mantel 
arrangement  on  page  108  there  are  several  articles  fighting  for  atten¬ 
tion.  The  mirror  may  seem  a  trifle  more  important  than  any  other 
object,  but  it  is  hardly  a  good  center  of  interest.  In  the  illustration 
on  page  109  a  transformation  has  been  effected,  and  the  mirror  has 
become  a  real  center  of  interest.  The  improved  effect  has  been  pro¬ 
duced  by  removing  several  objects,  especially  those  close  to  the  mir¬ 
ror.  This  helps  the  mirror  to  stand  out  as  a  center  of  interest.  The 
tall  candles  close  to  the  mirror  echo  the  vertical  movement,  thus 
emphasizing  the  mirror  itself.  The  smaller  objects  at  each  side  are 
subordinated  to  the  mirror,  both  in  size  and  in  position. 


Ill 


The  center  of  interest  in  a  room.  A  room,  like  each  small  ar¬ 
rangement,  should  have  a  center  of  interest.  In  a  living  room  with 
a  fireplace,  the  fireplace  is  quite  likely  to  dominate  the  room.  Lack¬ 
ing  a  fireplace,  the  emphasis  may  be  placed  on  a  picture  window,  a 
davenport  group,  or  a  piano.  In  the  dining  room,  the  table  is  the 
natural  center  of  interest,  although  other  features  such  as  a  window 
garden  may  be  made  more  important.  In  the  bedroom,  a  window, 
the  bed,  a  dressing  table,  or  a  chest  and  mirror  may  be  chosen  for 
the  center  of  interest.  The  bed  is  a  large  piece  of  furniture  and  can 
easily  be  emphasized  by  using  a  figured  spread  or  one  with  bright 
color.  If  you  do  not  wish  to  make  it  a  center  of  interest,  use  a  spread 
which  echoes  the  color  of  the  walls  and  it  tends  to  retire  into  the 
background. 

In  the  bedroom  shown  on  the  opposite  page,  the  bed  group  has 
been  made  the  center  of  interest.  The  cabinets  and  lamps  at  each  side 
of  the  bed,  the  group  of  pictures  above,  and  the  dark  rug  at  the  foot 
of  the  bed  are  arranged  to  create  a  very  nice  center  of  interest. 

Suggestions  for  further  study.  1.  Find  a  magazine  picture  of 
room  furnishings  which  illustrates  the  principle  of  emphasis. 

2.  What  is  the  center  of  interest  in  the  picture  on  page  180?  Op¬ 
posite  page  186? 

3.  Describe  the  center  of  interest  that  you  would  like  to  have  in 
your  own  room. 

Colors  need  arrangement.  Perfect  arrangement  in  your  rooms 
will  include  a  good  distribution  of  colors.  Again  the  principles  of 
art  guide  us  in  producing  pleasing  arrangements. 

Balance  your  colors  in  both  large  and  small  arrangements.  For 
example,  if  your  living  room  has  a  green  davenport,  a  green  chair, 
and  two  rust  chairs,  you  should  not  put  the  green  davenport  and 
chair  on  one  side  of  the  room  and  the  two  rust  chairs  on  the  other. 
It  is  better  to  have  some  of  each  color  on  each  side  of  the  room.  If 
you  have  rust-colored  draperies  at  the  window  on  one  side  and  pale 
green  walls  on  the  other  side  of  a  room,  it  is  better  to  put  a  green 
chair  in  front  of  the  window  and  a  rust  chair  in  front  of  the  green 
wall.  This  keeps  a  better  balance  of  color. 

The  same  principle  applies  in  smaller  arrangements.  Suppose  you 
have  several  yellow  decorative  accessories  and  several  green  ones  to 
use  in  a  mantel  arrangement.  No  one  would  put  all  the  yellow  ones 
on  one  side  and  all  the  green  ones  on  the  other,  but  you  will  get  a 
better  arrangement  if  you  think  about  it  in  terms  of  balanced  color. 
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Kling  Factories 


A  pleasant  bedroom  furnished  in  traditional-style  furniture.  The  grouping  of 
bed ,  cabinets,  pictures,  and  rug  creates  a  center  of  interest. 


It  is  not  necessary  to  have  exactly  equal  amounts  of  the  same  color 
on  both  sides  of  the  center.  You  will  remember  from  the  study  of 
balance  in  Chapter  4  that  a  small  amount  of  intense  color  will  balance 
a  larger  amount  of  neutralized  color.  The  best  thing  to  do  in  bal¬ 
ancing  colors  is  to  “try  it  on  the  eye.”  As  you  look  at  your  arrange¬ 
ment,  think,  “Is  it  too  heavy  on  either  side?” 

The  principle  of  proportion  also  guides  us  in  the  arrangement  of 
colors.  If  you  are  arranging  six  candlesticks  with  red  candles  on  the 
top  of  some  bookshelves,  do  not  make  a  picket  fence  out  of  them. 
Group  them  in  twos  or  threes.  The  effect  will  be  much  more  pleasing. 
The  same  rule  applies  to  the  grouping  of  colors  as  seen  in  other 
objects. 

Rhythmic  movement  in  the  color  scheme  of  a  room  also  helps  to 
create  a  pleasing  effect.  There  should  be  a  repetition  or  echoing  in 
different  parts  of  the  room  of  each  color  that  forms  a  basic  part  of 
the  color  scheme. 

Let  us  imagine  a  room  in  which  the  red,  yellow,  and  blue  triad  is 
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used  as  the  basis  of  the  color  scheme.  Dull  reds  will  appear  in  the 
color  of  the  mahogany  furniture,  and  since  several  pieces  of  furni¬ 
ture  are  used  there  will  be  a  rhythmic  repetition  of  this  color  in 
different  parts  of  the  room.  The  dull  red  may  also  be  echoed  in  the 
figured  rugs  or  draperies.  Dull,  rich  blue  is  used  in  the  upholstering 
of  the  chairs  and  is  echoed  in  the  pattern  of  the  rugs  and  curtains. 
If  a  bright  yellow  bowl  is  used  on  the  mantelpiece,  its  color  should 
be  repeated  in  other  parts  of  the  room,  perhaps  through  yellow  ac¬ 
cents  in  figured  curtain  materials  or  yellow  objects  placed  on  tables 
or  tops  of  bookcases.  Then,  as  the  eye  travels  about  the  room,  it  passes 
easily  from  one  yellow  spot  to  another. 

Repetition  or  rhythmic  repeat  of  the  neutralized  colors  is  also  im¬ 
portant  because  they,  too,  help  the  eye  to  travel  about  the  room  in  a 
restful  manner.  Sometimes  the  color  for  a  curtain  or  table  cover  is 
best  decided  by  thinking  out  what  color  should  be  repeated.  If  one 
side  of  the  room  described  in  the  preceding  paragraph  seemed  lack¬ 
ing  in  dull  red,  a  curtain,  table  runner,  or  sofa  pillow  might  supply 
the  necessary  color  note.  Care  should  be  taken  in  repeating  the  colors 
that  equal  areas  are  not  made.  This  would  violate  the  principle  of 
good  proportion.  One  helpful  way  to  think  of  it  is  in  terms  of  small 
repeats  or  echoes.  Each  large  mass  of  color  should  be  echoed  by 
smaller  masses  of  the  same  color  in  other  parts  of  the  room. 

Color  arrangement  is  especially  important  in  securing  emphasis. 
Bright  color  always  attracts  attention.  If  a  bright  orange  bowl  is 
placed  on  a  mantel  with  other  objects  of  duller  browns  and  greens, 
the  orange  bowl  is  sure  to  attract  attention  first.  If  it  is  placed  far 
to  one  end  of  the  mantel,  attention  is  pulled  to  that  end.  If  you  want 
emphasis  in  the  center  of  the  mantel,  then  place  the  bright  orange 
color  near  the  center. 

Practical  arrangements  can  be  beautiful 

Practical  considerations,  convenience  for  everyday  use,  comfort, 
and  ease  in  cleaning  are  no  hindrances  to  attractive  effects.  After 
your  eye  becomes  skilled  in  judging  rooms,  you  will  see  immediately 
when  an  arrangement  is  not  convenient,  although  at  first  glance  it 
seems  very  pretty.  Remember  there  is  no  quarrel  between  usefulness 
and  beauty.  Never  sacrifice  the  utilitarian  quality  in  favor  of  artistic 
arrangement,  because  in  real  beauty  there  is  harmony  with  the  useful 
requirements. 

Some  special  arrangements.  In  many  modern  homes  there  is  no 
longer  the  traditional  separate  dining  room  and  living  room.  In 
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Consider  H.  Willett,  Inc. 


An  attractive  and  convenient  arrangement  of  furniture  for  a  small,  informal  com¬ 
bination  living-dining  room.  The  warm,  mellow  tones  of  solid  maple  drop-leaf 
table,  chairs,  and  Colonial  cupboard  combine  delightfully  with  the  green  and 
brown  tones  of  the  braided  rug. 


order  to  save  space,  to  eliminate  work,  and  to  reduce  expense  a 
combination  living-dining  room  replaces  the  two  separate  rooms. 
This  creates  a  special  problem  in  arrangement.  If  the  traditional 
furniture  for  these  two  rooms  were  arranged  as  usual  at  opposite 
ends  of  the  combination  room,  not  much  would  be  gained.  The  ar¬ 
rangement  in  the  above  illustration  shows  an  interesting  and  prac¬ 
tical  way  of  saving  space,  and  the  general  effect  is  very  attractive.  In 
this  room  one  would  expect  to  find  informal  happy  living.  It  is  easy 
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Bigelow-Sanford  Carpet  Company,  Inc. 


This  simple  and  pleasing  arrangement  of  modern-style  furniture  provides  a  di¬ 
vider  between  living  and  dining  areas.  Notice  the  effective  texture  of  the  carpet 
as  contrasted  with  the  smoother  texture  of  the  davenport. 

to  imagine  the  family  lingering  over  a  meal  amid  these  pleasant  sur¬ 
roundings,  talking  over  the  events  of  the  day  or  planning  for  coming 
events. 

A  class  discussion.  Do  you  think  that  meals  in  a  room  such  as  this 
might  have  an  effect  on  family  life?  If  so,  in  what  way? 


Modern  furniture  design  makes  possible  new  styles  in  arrange¬ 
ment.  In  the  above  illustration  you  can  see  the  round-the-corner 
davenport  which  has  become  very  popular  in  recent  years.  This  is 
sectional  furniture  and  the  pieces  can  be  used  to  fit  into  a  corner,  in  a 
straight  row,  or  as  separate  chairs. 

The  group  forms  a  corner  by  making  an  ell  which  extends  into 
the  room.  The  ell  is  backed  by  a  low  bookcase,  and  together  they 
form  a  divider  between  living  and  dining  parts  of  the  combination 
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Sligh  Furniture 

Convenience ,  comfort,  and  space-saving  are  provided  in  this  arrangement  of  bed¬ 
room  furniture. 


room.  This  is  a  very  simple  arrangement,  and  gives  the  impression  of 
well-organized,  harmonious  forms  and  shapes. 

The  grouping  of  bedroom  furniture  shown  above  includes 
a  space-saving  arrangement  for  twin  beds.  When  the  room  is  small, 
the  beds  can  be  pushed  together  for  daytime,  even  though  they  are 
separated  at  night  for  bedmaking  operations.  The  storage  headboard 
is  also  a  space-saver  and  most  convenient. 

The  comfortable  arrangement  for  lounging  and  reading  at  the 
left  has  eye  appeal  as  well  as  utilitarian  value.  Notice  the  con¬ 
venient  location  of  the  lamp,  high  enough  for  good  light,  and  the 

I  step  table,  large  enough  to  hold  reading  material  within  easy  reach. 

STANDARDS  FOR  JUDGING  ROOM  ARRANGEMENTS 

I  After  our  study  of  making  artistic  arrangements,  we  should  be 
able  to  apply  what  we  have  learned  to  new  problems  which  will 
I  confront  us  from  time  to  time.  Sometimes  when  we  are  trying  to  find 

I  the  best  arrangement  for  a  room,  we  feel  that  there  is  something 
wrong  without  being  able  to  analyze  the  difficulty.  There  are  certain 
definite  standards  we  can  use  that  will  help  us  to  discover  our  mis- 


takes.  Try  judging  the  arrangement  in  any  room  which  you  may 
choose  according  to  the  following  standards.  These  standards  should 
not  be  thought  of  as  belonging  only  between  the  covers  of  a  book 
but  as  being  helpful  to  us  in  our  everyday  life. 

1.  Is  the  placing  of  the  furniture  and  rugs  in  harmony  with  the 
structural  lines  of  the  room? 

2.  Is  the  arrangement  thoroughly  convenient  and  comfortable? 

3.  Is  there  a  feeling  of  rest  and  repose  in  the  room?  Or  is  it  un¬ 
balanced  because  there  is  too  much  weight  at  one  side? 

4.  Is  interesting  spacing  produced  by  the  placing  of  furniture 
against  each  wall? 

5.  Is  the  combination  of  objects  such  as  to  produce  interesting 
proportion  of  sizes? 

6.  Is  there  good  rhythmic  arrangement  in  each  group  and  in  the 
room  as  a  whole,  so  that  the  eye  travels  about  easily  and  pleasantly? 

7.  Is  there  a  pleasing  center  of  interest  in  the  room? 

8.  Are  the  pictures  hung  correctly? 

9.  Do  the  arrangements  of  smaller  objects,  such  as  are  found  on 
the  tops  of  bookcases  and  mantelpieces,  express  the  principles  of 
design? 


A  TEST  ON  ARRANGEMENT 

I.  The  arrangement  of  furniture  and  decorative  accessories  on  page 
180  is  very  good.  You  should  be  able  to  give  at  least  four  reasons  why  it 
is  pleasing.  State  your  reasons  in  terms  of  art  principles. 

II.  Criticize  the  arrangement  on  the  chest  shown  on  page  227.  Remem¬ 
ber  that  criticism  includes  both  good  and  bad  points.  Criticize  this  ar¬ 
rangement  for  harmony  and  unified  effect.  If  you  could  change  anything 
in  this  arrangement,  what  would  you  change?  What  are  the  best  points? 

III.  Criticize  the  arrangement  of  the  furnishings  in  the  room  shown 
on  page  167.  Remember  always  that  criticism  includes  good  points.  In¬ 
clude  reference  to  all  four  principles  of  art  in  your  comments. 
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Chapter  6 


ON  THE  DINING  TABLE 


Let  us  have  a  test  for  taste!  This  test  has  nothing  to  do  with  your 
j  taste  for  roast  beef  or  apple  pie!  It  is  a  test  for  good  taste  in  de¬ 
sign  as  applied  to  the  things  you  use  every  day  on  your  dining  table 
— china,  glass,  linens,  and  table  settings.  The  same  rules  for  design 
and  color  that  we  have  studied  in  earlier  chapters  can  be  used  for 
the  breakfast  table.  Do  you  see  and  enjoy  the  bits  of  good  design 
and  color  which  appear  on  the  table  with  your  dinner?  When  you 
select  glassware  for  a  gift  do  you  think  of  proportion,  rhythm,  or 
emphasis?  When  you  set  the  table  do  you  think  about  design?  Can 
you  score  100  per  cent  on  the  problems  that  follow? 

1.  When  you  select  your  silver  pattern  will  you  think  about  prac¬ 
tical  considerations  as  well  as  beauty?  What  points  should  be  con¬ 
sidered  from  the  standpoint  of  utility? 

2.  When  you  choose  a  breakfast  set,  how  can  the  principles  of 
design  and  color  help  you? 

3.  If  your  dishes  are  decorated  with  a  strong,  floral  pattern  in 
bright  colors,  will  you  choose  a  plain  tablecloth,  lace  doilies  with  a 
floral  pattern,  or  a  plaid  luncheon  cloth?  Why? 

4.  How  do  rules  for  setting  the  table  create  a  harmonious  effect? 

5.  Why  should  you  have  an  over-all  plan  for  selecting  your  china, 
glassware,  silver,  and  table  linens  before  buying  any  separate  items? 

Art  three  times  a  day 

No  household  articles  are  used  more  frequently  than  the  silver, 
china,  glass,  and  table  linens  which  we  put  on  our  tables  at  meal¬ 
times.  Why  not  give  ourselves  a  treat  for  the  eyes  a^s  well  as  our  ap- 
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Three  water  goblets  showing  varying  degrees  of  beauty  in  contour.  Left:  Delicacy 
and  refinement  of  cuiues.  Center:  Broken  curves  with  slightly  clumsy  effect. 
Right:  Good  strong  curves  though  with  less  delicacy  than  in  the  first  goblet. 


petites?  Beautiful  design  and  color  in  table  equipment  costs  no  more 
than  ugliness.  Your  own  good  taste  can  guide  you  in  picking  out 
inexpensive  tablecloths  of  lovely  color  and  texture  instead  of  linen 
damask,  and  pretty  earthenware  instead  of  bone  china  or  porcelain. 
Eating  utensils  of  stainless  steel  or  other  low-cost  metals  are  made 
in  pleasing  patterns  and  make  excellent  substitutes  for  plated  or 
sterling  silver.  The  important  thing  which  only  you  can  provide  is 
good  taste.  It  is  more  important  than  plenty  of  money  in  your  purse 
if  you  wish  to  enjoy  beauty  on  your  table  three  times  a  day. 

Good  design  in  glassware 

Contour  is  important.  The  shape  of  a  china  or  glass  article,  such 
as  a  plain  glass  goblet,  is  a  most  important  element  in  design.  Con¬ 
tour  or  shape  can  give  it  distinction.  Rhythmic,  harmonious  lines 
delight  the  eye  in  a  water  glass,  plate,  or  bowl.  Contour  depends  on 
the  structural  design  of  glass  or  china,  so  once  again  we  find  that 
beauty  begins  with  structure. 
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Duncan  &  Mi  Her  Glass  C@mpany 


The  charm  e>f  light  shining  on  lovely,  clear  glass. 


Now  let  us  compare  the  three  goblets  on  page  120.  They  are  some¬ 
what  similar  in  shape,  and  at  first  glance  we  notice  no  great  difference 
in  contour.  Closer  study  shows  that  the  first  goblet  is  most  lovely. 
It  has  a  refinement  and  subtlety  of  curve  not  found  in  the  other 
two.  The  eye  can  slide  around  its  graceful  curves  with  the  greatest 
satisfaction.  Can  you  not  feel  this  delicate  and  graceful  water  glass  in 
your  hand?  The  contour  of  the  second  goblet  is  least  pleasing.  The 
curves  are  less  rhythmic  and  the  twisted  stem  gives  a  somewhat 
clumsy  effect.  The  curves  in  the  third  goblet  are  strong  and  graceful. 
There  is  no  fussiness  or  clumsiness.  The  contour  shows  less  refine- 
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The  Imperial  Glass  Corporation 


Crackle  ware  has  a  delightful  textural  quality. 

ment  of  curves  than  in  the  first  goblet,  but  it  is  a  satisfactory  design. 
A  comparison  of  prices  here  is  astonishing.  The  least  pleasing  design 
is  the  most  expensive — one  dollar  each.  Goblet  A  cost  eighty  cents, 
and  C  cost  fifty  cents.  This  is  another  case  where  price  is  not  the 
guide  to  beauty. 

Beauty  in  textural  quality.  There  is  no  need  to  point  out  the 
marvelous  beauty  of  clear,  gleaming  glass.  As  light  shines  through  this 
wondrous  substance  millions  of  sparkling,  light  rays  catch  the  eye 
with  the  brilliance  of  sunbeams.  Elusive  shadows  and  dancing  reflec¬ 
tions  mingle  in  fascinating  array.  The  illustration  on  page  121 
shows  a  photographic  study  of  light  shining  on  beautiful  glass.  Here 
you  feel  the  clear,  lucent  quality  of  the  glass  as  light  shines  on  its 
smooth,  lustrous  surface.  The  tiny  spheres  which  enhance  this  “Tear 
Drop''  pattern  emphasize  the  lovely  contours  of  the  plate  and  goblets. 

Modern  glassmakers  are  producing  glass  with  quite  a  different 
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Fostoria  Glass  Company 

This  pattern  is  designed  zvith 
beautiful  simplicity.  Notice  that 
the  decoration  is  built  in. 


textural  quality  from  the  clear,  smooth  type  which  we  have  just 
discussed.  Crackleware  gives  the  impression  of  cracked  ice  molded 
into  drinking  glasses,  as  shown  on  page  122.  The  irregularities  in  the 
glass  create  a  very  nice  texture  which  is  particularly  pleasing  in 
colors.  Would  you  not  like  the  tumblers  in  frosty  green,  rich  brown, 
or  heather  blue?  Surely  the  reds  of  the  radishes  and  tomatoes  and 
the  greens  of  the  lettuce  and  cucumbers  in  the  salad  bowl  would  be 
enhanced  by  an  icy  blue-green  crackle-glass  bowl. 


Watch  for  beauty  in  glass.  Do  you  notice  and  enjoy  the  beauty  in 
glassware  that  you  see  on  your  own  table,  in  shop  windows,  or  in 
other  places?  It  is  fun  to  find  a  glass  goblet  with  beautiful  contours 
or  a  glass  dish  with  lovely,  clear-crystal  texture  or  gorgeous  crackle 
effect.  Report  verbally  in  class  on  this  type  of  beauty  which  you  have 
seen. 

Decoration  can  make  or  mar.  Decoration  added  to  the  structural 
design  of  glassware  may  add  emphasis  to  its  beauty  or  may  destroy 
some  of  it.  Either  too  much  or  the  wrong  decoration  can  ruin  a  pleas¬ 
ing  effect  in  glass  just  as  in  any  other  article. 

Decoration  in  glass  dishes  may  be  “built  in,”  etched  onto  the 
glass,  or  cut  into  its  surface.  The  glass  in  the  illustration  above 
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has  decoration  which  is  really  part  of  the  structure.  The  decorative 
effect  in  the  pattern  is  made  as  the  glass  is  formed.  The  stems  of  the 
goblets  are  made  by  pressing  the  molten  glass  into  molds,  thus  cre¬ 
ating  the  ornamentation  as  the  glass  is  constructed.  Therefore,  we 
can  say  that  the  decoration  is  built  in. 

Another  type  of  decoration  is  produced  by  a  process  called  etching. 
In  this  case  the  ornamentation  is  etched  on  the  glass  by  the  use  of 
acid,  and  has  its  own  characteristic  effect.  The  parts  of  the  pattern 
which  are  “eaten’’  by  the  acid  have  a  dull  velvety  texture  which 
forms  a  pleasant  contrast  to  the  smooth,  shining  surface  of  the  glass. 
Etched  glass  is  very  popular  with  homemakers  and  is  made  in  a 
variety  of  patterns.  You  will  find  it  interesting  to  study  these  pat¬ 
terns  and  compare  them  for  the  manner  in  which  they  enhance  the 
structural  design  of  the  glass.  (See  center  goblet,  page  120.) 

Still  another  type  of  decoration  on  glassware,  shown  in  the  illus¬ 
tration  on  page  125,  is  known  as  cut  glass.  In  this  style  of  decoration 
the  pattern  is  cut  with  a  revolving  stone  wheel.  When  first  cut,  it 
leaves  the  surface  a  soft  gray  or  frosted.  The  design  may  be  left  as  it 
is  and  called  a  gray  cutting,  or  it  can  be  polished  until  diamond 
bright  and  transparent.  This  is  a  polished  cutting.  In  some  cut  glass, 
part  of  the  design  is  polished  and  some  is  left  frosty  gray. 

Cut  glass  was  very  popular  during  the  early  part  of  the  twentieth 
century,  and  during  recent  years  has  again  become  popular  with 
many  people.  The  illustration  on  the  opposite  page  shows  some 
hand-fashioned  tumblers  made  in  yesterday’s  styles.  It  may  seem  to 
those  of  you  with  modern  tastes  that  some  of  these  designs  are  over¬ 
elaborate.  However,  you  will  surely  like  the  first  one  with  its  sun-ray 
pattern  which  so  nicely  emphasizes  the  flaring  structural  form  of  the 
tumbler.  You  will  also  like  the  center  one  in  the  bottom  row  with  its 
straight  sides  and  the  decoration  which  so  nicely  echoes  the  perpen¬ 
dicular  movement.  The  decoration  on  the  tumbler  in  the  lower- 
right-hand  corner  emphasizes  the  cylindrical  shape  in  an  interesting 
manner.  Notice  the  star-shaped  design  cut  in  the  base  of  the  glass 
which  shows  through  the  crystal-clear  glass. 

Table  service  in  glass.  If  you  like  the  sparkle  and  brilliance  of 
clear  glass  or  the  glowing  richness  of  colored  glass,  you  might  like 
to  plan  for  a  complete  glass  table  service  for  your  own  table.  Many 
glass  patterns  are  now  available  in  pieces  ranging  from  soup  cups  to 
dessert  plates.  Breakfast  sets,  luncheon  sets,  and  tea  service  are  par¬ 
ticularly  attractive  for  informal  living.  The  picture  on  page  126 
shows  a  very  attractive  and  inviting  buffet  service  for  luncheon  on 
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Polished,  cut  glass  has  a  brilliant,  flashing  effect  which  brings  sparkle  and  life  to 
the  dining  table. 


a  hot  day  or  perhaps  a  Sunday  night  supper.  Iced  tea,  a  mixed  vege¬ 
table  salad,  and  rolls  combine  with  the  sparkling  glass  to  appeal  to 
the  most  critical  eye. 

The  type  of  glass  used  in  this  bulfet  setting  is  the  type  known  as 
pressed  glass.  This  means  that  each  piece  is  made  by  pressing  molten 
glass  into  a  metal  mold,  instead  of  by  the  blown  glass  method.  Pressed 
glass  is  an  American  invention  first  introduced  about  1825.  There 
are  many  steps  in  the  process  requiring  great  skill.  Diamond-shaped 
patterns  such  as  these  are  characteristic  of  historic  designs  in  pressed 
glass. 
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Sparkling  glass  helps  to  make  a  delightful  buffet  table. 


II 


126 


The  other  general  method  of  shaping  molten  glass  is  known  as 
blown  glass.  Nothing  is  more  exciting  to  watch  than  the  moment 
when  the  glass  blower  picks  op  some  molten  glass  on  the  end  of  his 
blowpipe  and,  raising  it  like  a  trumpet,  breathes  gently  until  a  bub¬ 
ble  is  formed.  The  blower  lowers  the  bubble  into  a  cork-lined  mold 
and  blows  gently  until  the  goblet  or  bowl  is  formed.  Many  other 
steps  follow  in  completing  a  piece  of  blown  glass. 

Blown  glass  was  produced  in  Europe  for  hundreds  of  years  before 
it  was  introduced  into  America,  so  it  happens  that  this  method  of 
glassmaking  came  to  the  New  World  from  the  Old  World.  With  the 
other  process  it  was  just  the  opposite.  Pressed  glass  was  first  produced 
in  the  New  World  and  has  spread  to  all  parts  of  the  Old  World. 
Fine  glass  in  beautiful  patterns  is  made  by  both  processes. 

Contrasts  in  contour.  After  our  discussion  of  decoration  and 
processes  of  glassmaking,  let  us  return  again  to  a  consideration  of 
contour  because  this  is  the  foundation  of  beauty  in  every  piece. 
There  are  many  good  designs  in  contour,  each  with  fine  rhythmic 
lines.  However,  one  particular  style  may  appeal  to  you  personally 
more  than  others.  You  will  find  it  interesting  to  compare  the  differ¬ 
ent  types  of  contours  found  in  goblets. 

Look  at  the  goblets  shown  on  the  last  few  pages.  Which  contour  do 
you  like  best? 

The  pattern  shown  on  page  128  is  characterized  chiefly  by  straight 
lines  and  practically  no  decoration.  This  style  is  a  good  example  of 
modern  design.  In  comparison  with  the  patterns  we  have  just  exam¬ 
ined,  this  one  is  perhaps  less  graceful  but  has  more  forceful  and 
dramatic  quality. 

If  you  were  to  choose  one  of  these  patterns  for  your  own  glass¬ 
ware,  which  one  would  you  select?  Why? 

Hints  on  buying  glassware.  When  you  go  shopping  for  glassware 
you  should  look  for  signs  of  quality  in  manufacture  as  well  as  in 
design.  Think  of  these  things: 

1.  Will  the  pattern  harmonize  with  the  china  and  other  glassware 
with  which  it  will  be  used? 

2.  Is  it  too  delicate  and  fragile  for  the  use  to  which  it  will  be  put? 

3.  Avoid  “cute”  or  fantastic  shapes.  Look  for  real  art  quality. 

4.  Hold  stemware  by  the  stem  and  tap  with  the  knuckle  or  finger¬ 
nail.  Good  blown  glass,  containing  lead,  has  a  clear,  fine,  musical 
tone.  Good  pressed  glass  does  not  have  the  same  resonant  tone,  but 
this  is  not  a  sign  of  inferiority. 
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Clear-cut  lines  and  simplicity  of 
form  characterize  contemporary 
design. 


5.  Feel  the  edges  of  the  glass  for  smoothness.  Poor-quality  glass 
often  has  scratchy  edges. 

6.  Examine  the  glass  for  clearness  and  luster.  Good  glass  is  spar 
kling  clear.  Remember  that  some  fine  glass  is  spoken  of  as  crystal 
but  poor  quality  is  indicated  by  cloudiness  and  often  bluish  or  green¬ 
ish  tinge.  Remember  that  in  the  trade  the  term  “crystal”  is  used  to 
mean  clear  glass  as  distinguished  from  colored  glass.  The  term  “rock 
crystal”  means  a  fine-quality  glass  made  with  quartz  as  one  of  the 
ingredients  but  is  not  the  same  as  natural  rock  crystal  taken  from  the 
earth. 

7.  Look  for  defects.  No  glassware  is  entirely  free  from  such  defects 
as  waves,  specks,  or  bubbles,  but  there  are  very  few  in  good-quality 
glass.  Look  also  for  mold  marks  or  ridges  on  pressed  glass.  Good- 
quality  glass  is  free  from  these  defects. 

Suggestions  for  study  of  glass.  1.  Cut  silhouettes  of  goblets,  tum¬ 
blers,  and  cups  from  paper.  Use  folded  paper  so  that  both  sides  will 
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Contrast  of  contours  in  two  sugar  bowls.  Left:  Uninteresting  curves  in  bowl  and 
inharmonious  curves  in  handles.  Right:  Pleasing  curves  in  bowl  and  harmonizing 
handles. 


Marshall  Field  &  Company 


China  designed  by  the  famous  contemporary  designer,  Russel  II  light. 

129 


The  Art  Institute  of  Chicago 

These  historic  pieces  of  Sevres  porcelain  are  richly  decorated  in  dark  bine  and 
gold  pattern. 


be  alike.  Each  member  of  the  class  will  place  her  very  best  contour 
silhouette  on  the  exhibition  board.  Give  each  silhouette  a  number 
and  let  the  class  vote  for  the  one  which  the  members  think  most 
beautiful. 

2.  From  the  designs  of  glassware  shown  in  this  chapter,  select  the 
one  which  you  think  is  most  dignified.  The  one  which  is  most 
graceful.  The  most  formal  and  elegant.  The  one  you  would  like  to 
use  every  day. 

3.  Assign  committees  to  report  on  the  following  topics: 

Pressed  glass  including  manufacture  and  historic  patterns 
Blown  glass:  its  history  in  Venice  and  in  ancient  civilizations 
Current  prices  on  glassware 

Good  design  in  china 

Rhythmic  contours  for  good  design.  In  china  as  in  glassware 
good  contour  is  essential  for  pleasing  design.  The  two  sugar  bowls 
illustrated  on  page  129  show  a  contrast  in  this  quality.  The  curves 
of  the  first  sugar  bowl  are  so  nearly  circular  that  they  are  not  very 
interesting,  and  the  handles  look  like  ears  which  stand  straight  out 
from  a  billiard-ball  head!  In  the  second  sugar  bowl  the  curves  are 
more  pleasing  and  the  handles  grow  naturally  from  these  curves. 
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This  style  of  pitcher,  popular  in  the  eighteenth  century  in  England  and  America, 
is  known  as  a  Toby  jug. 


Here  the  rhythmic  movement  is  smooth  and  agreeable.  The  eye 
slips  easily  around  the  contour  without  interruption. 

The  dishes  shown  at  the  bottom  of  page  129  were  designed  by  a 
famous  contemporary  designer,  and  are  excellent  examples  of  rhyth¬ 
mic  form.  Observe  how  the  contour  of  the  cup  blends  with  the  curve 
of  the  saucer  and  how  the  handle  grows  naturally  from  the  side  of  the 
cup.  Notice  also  the  interesting  shapes  of  the  pitcher,  teapot,  and  vege¬ 
table  dish.  Notice,  too,  the  complete  lack  of  ornamentation.  Beauty 
in  these  dishes  depends  entirely  upon  color  and  form.  They  are  made 
in  such  delightful  colors  as  seafoam,  chartreuse,  coral,  granite  gray, 
brown,  and  white. 

When  china  is  decorated.  There  is  great  beauty  in  plain  china 
when  contours  and  color  are  fine.  It  has  been  only  in  the  modern 
era  that  this  type  has  been  popular.  For  centuries  some  form  of 
decoration  has  generally  been  applied  to  the  surfaces  of  plates,  cups, 
saucers,  and  other  pieces.  This  decoration  has  varied  considerably  in 
character  from  time  to  time,  but  much  of  it  is  still  popular  and 
china  patterns  in  historic  styles  are  available  in  our  stores  today. 

Whether  china  decoration  is  modern  or  historic  is  not  the  criterion 
by  which  we  should  make  our  selections.  Standards  of  good  taste  and 
our  own  personal  preferences  are  the  important  considerations. 
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First  we  shall  consider  decorative  versus  naturalistic  types  of  orna¬ 
mentation.  The  two  handkerchiefs  and  the  discussion  on  pages  59  and 
60  point  out  the  desirability  of  conventionalized  or  stylized  design 
when  used  for  decoration.  The  principle  is  the  same  for  the  decora¬ 
tion  of  dinnerware.  The  illustrations  on  pages  130  and  131  give  two 
historic  examples  which  are  extreme  opposites  in  design.  The  plate, 
sugar  bowl,  and  cream  pitcher  are  museum  pieces  of  Sevres  porcelain. 
This  china  was  first  made  about  two  hundred  years  ago  in  France. 
It  is  named  for  the  town,  Sevres,  where  it  is  still  made.  Its  design  is 
characterized  by  elegance  and  luxury.  The  pieces  shown  in  the  illus¬ 
tration  have  gold  borders  on  a  dark  blue  background.  The  floral 
pattern  is  completely  conventionalized.  The  curves  of  the  contours 
are  highly  refined  and  delicate.  From  the  standpoint  of  functional 
design,  one  might  wish  that  the  handles  on  the  sugar  bowl  were 
somewhat  larger,  but  the  whole  effect  is  rich  and  beautiful. 

The  cream  pitcher  illustrated  on  page  131  is  very  different  from 
the  Sevres  pitcher.  It  is  highly  naturalistic,  being  made  to  represent 
a  man’s  head  and  fashioned  so  that  the  cream  pours  from  a  corner 
of  his  three-cornered  hat.  It  is  called  a  Toby  jug  and  is  named  after 
the  character  in  the  popular  song  of  the  eighteenth  century,  “The 
Little  Brown  Jug.”  These  pieces  were  made  both  in  England  and 
America  and  are  now  highly  prized  as  collector’s  items. 

You  may  find  the  idea  of  a  man’s  head  used  for  a  pitcher  amusing 
or  “quaint,”  but  you  can  hardly  describe  the  pitcher  as  beautiful. 
The  old  fellow  is  not  exactly  a  handsome  man,  and  even  if  he  were, 
a  pitcher  made  in  the  form  of  a  man’s  head  hardly  meets  our  modern 
standards  of  design. 

Toby  jugs  were  made  in  England  at  the  same  time  Sevres  ware 
was  being  made  in  France,  and  both  were  popular.  Of  course,  other 
china  was  being  made  in  both  countries,  and  much  of  it  was  dec¬ 
orated  with  stylized  patterns. 

Patterns  today  vary  from  very  realistic  representations  of  flowers 
or  other  motifs  to  highly  stylized  and  decorative  effects.  Judge  each 
pattern  according  to  design  principles  and  your  own  preferences.  Do 
not  make  a  selection  which  you  do  not  really  like  because  you  think 
it  is  the  thing  to  do.  Be  honest  in  your  choices.  Study  the  principles 
of  art,  make  comparisons,  and  then  after  consideration  select  the 
patterns  which  you  really  prefer. 

Comparisons  in  decorative  design.  Compare  the  four  china  pat¬ 
terns  on  the  opposite  page.  These  are  modern  designs  and  vary  in  de¬ 
grees  of  conventionalization.  In  the  upper  right  design  the  floral 
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These  four  china  patterns  show  varying  treatments  of  floral  motifs.  Which  one 
seems  to  you  most  pleasing ? 


forms  are  stylized  and  the  whole  decoration  fits  the  shape  of  the  plate 
in  such  a  way  that  it  truly  enhances  the  structure. 

The  pattern  at  the  left  is  conventionalized  in  character.  The  flow¬ 
ers  are  “pleasing  design  flowers.”  The  decoration  does  not  fit  the 
shape  of  the  plate  very  well  because  the  sprays  of  flowers  appear  to 
have  been  dropped  there  carelessly.  The  whole  effect  however,  is  gay 
and  informal. 
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The  design  at  the  lower  left  is  planned  to  conform  nicely  to  the 
circular  shape  of  the  plate  but  does  not  harmonize  too  well  with  the 
shape  of  the  cup.  The  flowers  and  leaves  are  very  realistic,  giving 
the  impression  that  one  cotdd  pick  a  spray  off  the  plate  quite  easily. 

The  pattern  in  the  lower  right-hand  corner  has  an  interesting  ar¬ 
rangement  of  spots  within  the  circle.  One  large  spray  is  balanced  by 
two  smaller  ones.  The  proportions  are  pleasing.  This  design  is  rather 
realistic,  however,  and  you  may  prefer  the  one  above. 

Here  are  some  questions  to  answer  for  further  study  of  these  de¬ 
signs: 


1.  Notice  that  the  structural  design  is  the  same  in  all  four  plates. 
In  what  way  does  structure  add  to  the  decorative  effect? 

2.  In  which  pattern  do  you  feel  that  the  effect  is  most  unified  and 
harmonious? 

3.  In  which  pattern  do  you  feel  the  decoration  fits  the  teacup  most 
successfully? 

4.  Do  you  feel  that  the  design  of  the  handle  on  the  teacup  is  good? 
Why? 

5.  Which  type  of  decoration  is  most  pleasing  to  you? 

Good  design  need  not  be  expensive.  In  china,  as  in  other  articles 
of  house  furnishing,  good  design  does  not  mean  high  prices.  Can 
you  tell  which  patterns  on  the  opposite  page  are  most  expensive?  Two 
of  the  patterns  are  priced  a  little  more  than  twice  as  much  as  the  other 
two.  There  is  no  way  in  which  you  can  tell  the  price  by  looking  at 
the  pictures.  The  difference  in  price  depends  upon  the  quality  of 
the  china:  the  two  at  the  right  are  bone  china  and  the  two  at  the 
left  are  dinnerware.  Now  compare  the  designs.  The  two  upper  pat¬ 
terns  each  have  a  medallion  in  the  center  and  borders  around  the 
outside.  Both  are  good  design,  and  need  not  depend  on  the  price 
tag  as  far  as  art  quality  is  concerned.  In  the  following  paragraphs 
we  will  learn  more  about  qualities  in  the  chinaware  itself. 

The  two  lower  patterns  have  floral  motifs  in  what  is  sometimes 
called  jree  design.  Which  one  seems  more  interesting?  Which  one 
seems  better  organized?  Which  one  is  more  realistic?  Again  your 
choice  will  depend  on  your  personal  preferences,  not  on  the  price 
tag. 

Hints  on  buying  china.  When  you  select  your  china,  you  should 
consider  the  kind  of  ware  which  you  wish  to  have,  its  costs,  and  its 
design  and  color. 


134 


Doulton  and  Co.,  Inc. 

Can  you  guess  which  two  patterns  are  most  expensive ? 


1.  Decide  what  colors  you  desire.  Remember  that  your  dinnerware 
must  harmonize  with  your  glass  and  table  linens. 

2.  Decide  whether  you  want  plain  china  or  decorated. 

3.  Learn  to  know  the  types  of  dinnerware,  which  can  be  divided 
into  three  general  classifications. 

Pottery  or  earthenware  is  the  least  expensive  and  the  least  durable. 
It  is  made  of  unmixed  clay  and  is  fired  at  a  lower  temperature  than 
other  dinnerware.  It  breaks  easily,  chips,  and  crazes  which  means 
that  a  network  of  surface  cracks  may  appear. 
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Fine  earthenware  or  semiporcelain  is  moderately  priced  and  much 
more  durable  than  common  pottery.  This  is  fired  at  a  higher  tem¬ 
perature  than  common  pottery  and  is  much  less  inclined  to  chip  or 
craze.  Semiporcelain  will  take  colored  glazes  and  has  a  rich,  velvety 
feel.  In  the  trade  this  type  is  often  called  dinnerware. 

Porcelain  or  china  is  the  most  expensive  tableware  and  is  truly 
vitreous,  which  means  that  it  is  melted  all  the  way  through  as  it  is 
fired.  The  firing  temperature  is  at  least  150  degrees  higher  than  that 
for  semiporcelain.  It  can  always  be  identified  by  two  characteristics. 
It  is  translucent  when  held  to  the  light,  and  it  has  a  clear,  ringing 
tone  when  tapped  with  a  fingernail. 

Porcelain,  china,  and  bone  china  are  all  terms  used  for  vitreous 
ware.  It  is  customary  to  use  china  as  the  term  which  includes  all 
kinds  of  tableware,  but  properly  used  it  means  porcelain  or  other 
vitreous  ware.  The  name  was  given  to  the  porcelain  which  was  first 
brought  to  the  Western  world  from  China. 

4.  Examine  dishes  for  defects  such  as  cracks,  crazing,  marks  which 
look  like  pinholes,  and  for  evenness  of  colors. 

5.  Be  sure  that  the  pattern  which  you  choose  is  open  stock.  You 
will  wish  to  replace  any  that  are  broken,  and  you  may  wish  to  add 
additional  pieces. 

Suggestions  for  further  study.  1.  Arrange  for  a  day  when  every 
member  of  the  class  will  bring  a  piece  of  pottery  or  china  to  class. 
No  one  is  to  tell  whether  he  or  she  likes  it  or  not.  In  class  discussion 
let  each  piece  be  criticized  for  structural  and  decorative  design  ac¬ 
cording  to  the  principles  of  art. 

2.  Using  a  compass,  make  a  drawing  of  a  plate  with  plain  bands 
for  decoration  around  the  edge.  Plan  interesting  spacing  for  the 
bands. 

3.  Appoint  committees  to  report  on  the  following  topics: 

History  of  porcelain 

Prices  and  names  of  patterns  in  semiporcelain  and  bone  china 

English  china 


Good  design  in  silver 

When  you  select  your  silver  pattern  you  will  again  meet  problems 
in  structural  and  decorative  design.  There  are  dozens  of  silver  pat¬ 
terns  on  the  market,  many  of  them  of  very  fine  design,  others  not 
so  good.  In  addition  to  the  selection  of  a  good  pattern,  you  must  also 
decide  whether  you  wish  to  buy  sterling  or  plated  ware.  Excellent 
designs  are  obtainable  in  either  kind  of  silver,  so  the  problem  is  a 
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Designs  in  silver  flatware  ranging  from  old  traditional  to  the  latest  modern  pat¬ 

tern. 
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practical  one.  Sterling  costs  much  more  than  plated  silver,  but  its 
appearance  may  be  no  more  attractive.  Sterling  is  solid  silver  and 
will  wear  forever.  On  the  other  hand,  plated  silver  will  wear  for  a 
very  long  time  before  the  plate  wears  off  along  the  edges  of  the 
knives  and  other  points  of  contact.  If  your  funds  are  limited,  you 
might  wish  to  buy  a  complete  set  of  plated  ware,  rather  than  a  partial 
set  of  sterling  which  does  not  meet  your  needs.  Then  at  a  later  time 
you  may  buy  replacements,  if  necessary. 

What  type  of  design  do  you  prefer?  Now  that  you  have  had 
some  practice  in  comparing  different  types  of  design  effects,  you  can 
select  your  pattern  with  greater  assurance  of  making  a  wise  choice. 
Whatever  the  pattern,  your  silverware  is  something  which  you  are 
likely  to  have  all  your  life,  so  try  to  pick  a  pattern  which  will  give 
you  lasting  satisfaction. 

What  type  of  design  effect  do  you  prefer?  Graceful  elegance?  Rich¬ 
ness  of  ornamentation?  Simplicity  and  restraint  in  decoration?  Clean- 
cut  modern  lines?  Delicacy?  Strength?  Extreme  elaborateness?  Now 
study  the  flatware  patterns  on  page  137,  and  try  to  select  each  of  the 
effects  just  mentioned.  You  may  find  more  than  one  pattern  which 
answers  the  same  description.  For  example,  there  are  at  least  three 
patterns  which  have  graceful  elegance. 

Next,  study  these  flatware  designs  for  beautiful,  rhythmic  lines 
throughout  the  whole  pattern.  In  which  pattern  do  you  see  the  most 
beautiful  harmony  between  the  handle  and  the  service  end  of  the 
tool?  In  which  spoons  do  you  find  the  most  satisfactory  harmonies 
between  the  two  parts?  In  which  designs  are  the  lines  of  the  handles 
least  pleasing  to  you?  Which  pattern  do  you  think  would  give  you 
the  most  lasting  satisfaction? 

Functional  design  in  silver  flatware.  All  knives,  forks,  and 
spoons  which  serve  as  eating  utensils  are  functional  in  some  degree. 
Emphasis  on  functional  quality  in  modern  design  has  inspired  some 
designers  to  create  new  patterns  which  are  functional  in  ways  un¬ 
thought  of  by  designers  of  past  eras.  The  silver  flatware  shown  on 
the  opposite  page  is  in  a  new  and  modern  style.  It  has  a  suitable  name, 
“Contour,”  because  the  whole  design  has  been  created  in  terms  of 
shapes  or  contours. 

A  study  of  these  contours  in  some  detail  will  point  out  how  func¬ 
tional  quality  has  been  secured.  For  example,  the  handle  of  the  knife 
is  longer  than  in  most  flatware  and  the  blade  is  shorter.  This  gives 
a  more  comfortable  grip  as  one  uses  the  knife.  The  blade  is  quite 
long  enough  for  any  cutting  action  required  of  a  dinner  knife.  Notice 
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A  modern  design  in  silver  flatware  which  emphasizes  functional  quality. 


also  the  shape  of  the  handle,  which  is  somewhat  like  the  handles  of 
old-fashioned  pistols.  The  curve  at  the  end  increases  the  ease  of 
one’s  grip  and  balances  the  curve  at  the  end  of  the  knife  blade.  The 
diagonal  joint  between  blade  and  handle  makes  an  interesting  line 
and  adds  to  the  structural  strength  of  the  knife. 

The  function  of  the  fork  today  is  more  nearly  like  that  of  a  spoon. 
In  this  modern  pattern,  the  fork  has  been  shaped  somewhat  like  the 
bowl  of  a  spoon.  The  bowls  of  the  spoons  have  been  made  wider 
and  more  shallow  for  easier  use.  The  shapes  of  the  bowls  are  also 
less  pointed  than  in  many  traditional  patterns. 

The  salad  fork  has  three  wide  tines  instead  of  four  narrower  ones. 
This  gives  extra  strength  for  cutting  such  food  materials  as  lettuce 
and  fruits.  The  butter  spreader,  like  the  dinner  fork,  has  a  diagonal 
joint  which  helps  to  create  a  pleasing  effect.  The  wide  curve  at  the 
end  of  the  blade  is  an  extra  help  in  spreading  butter  or  jam. 

Another  special  feature  in  the  design  of  this  silver  pattern  is  the 
rounded  smoothness  of  the  handles.  There  are  no  sharp  corners  or 
projections  caused  by  raised  ornamentation  to  press  uncomfortably 
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into  the  palm  of  the  hand.  Each  handle  is  large  enough  and  thick 
enough  to  be  grasped  with  ease.  You  will  find  it  interesting  to 
imagine  how  each  handle  shown  on  page  137  would  feel  in  your  hand. 

Some  pointers  on  buying  silver  flatware.  Keep  the  following 
points  in  mind  when  you  buy  your  silver. 

1.  Make  a  buying  plan  which  fits  your  purse  and  your  needs.  Will 
you  buy  a  set  of  sterling  or  plated  ware  or  both?  Some  people  keep 
their  sterling  put  away  in  tarnish-proof  chests  or  containers  and  use 
plated  ware  for  everyday  meals.  Others  believe  that  it  is  more  in¬ 
telligent  to  have  only  sterling  and  use  it  every  day  because  it  cannot 
wear  out.  The  plated  ware  does  show  wear  after  long  and  continued 
use.  Still  others  believe  that  it  is  best  to  have  stainless  steel  for 
everyday  use  because  it  is  much  cheaper  and  does  not  tarnish.  Other 
people  use  flatware  called  “Dirilyte,”  made  from  a  gold-colored  alloy 
which  is  much  less  expensive  than  sterling,  does  not  tarnish,  and  is 
guaranteed  not  to  wear  out. 

2.  Choose  a  design  which  will  give  you  lasting  satisfaction.  It  is 
well  to  consider  this  matter  for  several  weeks  before  you  make  up 
your  mind.  First  impressions  do  not  always  seem  so  attractive  after 
a  time. 

3.  Always  ask  about  guarantees  on  any  kind  of  flatware  which  you 
consider  buying. 

4.  Before  deciding  on  a  pattern,  hold  a  knife  in  your  hand  to 
see  how  it  feels.  Is  it  a  comfortable  handle?  Does  the  knife  seem  too 
small  or  too  large?  Do  the  same  with  a  spoon  and  a  fork. 


Good  design  in  table  linens 

The  term  table  linens  no  longer  means  exactly  what  it  says.  There 
was  a  time  when  it  was  considered  proper  to  use  only  linen  for 
tablecloths,  but  this  idea  has  long  since  gone  out-of-date.  In  place 
of  the  big  snowy  linens  of  long  ago,  modern  tables  are  clothed  with 
cotton  and  rayons,  very  often  in  color.  Instead  of  an  over-all  cloth, 
doilies  or  place  mats  are  used  for  most  meals. 

This  brings  us  to  another  art  problem  in  planning  the  dining¬ 
room  accessories.  If  the  color  of  your  doilies  does  not  blend  with 
the  color  of  your  china  you  cannot  expect  to  have  a  pleasing  table. 
Orange  plates  on  pink  doilies  will  not  help  you  to  enjoy  your  lunch. 
The  problem  of  harmonizing  colors  on  the  dining  table  is  much  the 
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Square  cloth  for  a  bridge  table  or  a  small  dining  table.  The  embroidered  pattern, 
worked  out  in  outline  stitch  and  cross-stitch,  is  interesting  and  attractive. 


same  as  that  of  harmonizing  colors  in  other  parts  of  the  house.  There 
is  no  place  in  the  house  where  you  can  have  more  fun  creating  beauti¬ 
ful  color  effects.  Can  you  picture  in  your  mind  the  lovely  color  effect 
produced  by  yellow  linen  place  mats  and  napkins  on  a  cherry  table 
(deep  orange-red),  orange  dishes,  and  yellow  daffodils  for  a  center- 
piece? 

Plain  mats  are  good  backgrounds  for  dishes  and  silver,  but  some¬ 
times  we  want  to  use  decorated  doilies  and  tablecloths.  Some  of 
them  are  good  decorative  design  and  some  are  bad.  Look  again  at 
the  two  filet  lace  doilies  shown  on  page  10  in  Chapter  2.  Decorative 
design  in  table  linens  should  not  prevent  them  from  serving  as  good 
backgrounds.  This  means  that  the  pattern  should  not  be  overelab¬ 
orate  or  so  forceful  that  it  attracts  too  much  attention  to  itself. 
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Discriminating  taste  is  more  necessary  than  an  unlimited  pocket- 
book.  Expensive  lace  tablecloths  are  not  always  in  good  taste.  Some 
of  them  have  bold  designs  which  make  very  poor  backgrounds.  This 
type  of  tablecloth  should  be  selected  with  special  regard  to  its  effec¬ 
tiveness  as  a  background.  There  are  many  simple,  attractive  luncheon 
sets  in  our  stores  which  are  suitable  for  almost  any  informal  occa¬ 
sion.  On  special  occasions  we  may  feel  the  need  of  something  less 
simple.  Let  us  then  buy  beautiful  material  and  secure  beauty  in  our 
table  linen  through  color  and  grood  decorative  design  rather  than 
overornamentation  with  lace  and  embroidery. 

The  square  cloth  shown  on  page  141  belongs  to  a  bridge  set,  but, 
of  course,  it  can  be  used  for  a  small  dining  table.  It  is  natural  linen 
embroidered  in  blue.  The  decorative  pattern  is  satisfactory  in  every 
respect.  The  little  stylized  bird  forms  are  charming.  The  whole  pat¬ 
tern  is  well  related  and  harmonizes  very  interestingly  with  the  square 
shape  of  the  cloth.  This  attractive  cloth  is  a  hint  to  those  who  like  to 
embroider.  Beautiful  embroidery  patterns  do  not  require  difficult 
stitches;  the  whole  pattern  is  worked  out  in  outline  stitch  and  cross- 
stitch. 

Variety  of  materials  for  tablecloths.  In  recent  years  many 
new  and  novel  materials  have  been  adapted  for  tablecloths  and  place 
mats.  Colors  and  patterns  strange  to  the  dining  table  have  proved 
most  attractive  as  backgrounds  for  dishes  and  silver.  The  tables  shown 
on  pages  144  and  145  have  unusual  table  coverings.  In  the  table 
setting  on  the  left,  a  drapery  cretonne  with  a  bold  modern  design 
forms  an  effective  background  for  plain-colored  plastic  dishes.  How 
much  more  interesting  than  if  a  plain  background  had  been  used.  In 
the  picture  on  the  right,  a  bamboo  screen  forms  an  enchanting  back¬ 
ground  for  the  dark-brown  dishes. 

Instead  of  the  traditional  white  of  our  ancestors’  tables,  we  now 
may  choose  colors:  jade  or  forest  green,  pastel  pink  or  maroon,  beige 
or  autumn  brown. 

All  sorts  of  materials  are  used  for  place  mats.  Plastics — transparent 
and  printed  with  lace  patterns  or  thick  and  opaque  made  to  represent 
fabrics — are  available.  Here  again,  knowledge  of  design  and  color 
harmony  is  helpful  for  a  wise  selection.  Place  mats  or  tablecloths  of 
such  materials  as  Indian  head,  linen  toweling,  burlap  (fine  quality), 
or  homespun  can  be  used  most  successfully.  These  are  easy  to  make, 
especially  if  you  choose  to  fringe  the  edges  as  shown  on  page  146. 

Suggestions  for  further  study.  1.  The  class  should  collect  as  many 
table  runners,  luncheon  sets,  dresser  scarfs,  and  place  mats  as  pos- 
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sible  for  a  lesson  in  design.  Each  piece  should  be  discussed  accord¬ 
ing  to  the  following: 

Is  it  overornamented? 

Are  the  principal  lines  of  the  decoration  in  harmony  with  the 
structure  of  the  piece? 

Is  the  color  harmonious? 

Into  what  kind  of  room  will  it  fit  harmoniously? 

Is  the  decoration  conventionalized  or  pictorial? 

2.  Make  a  list  of  materials  suitable  for  doilies.  Your  list  will  in¬ 
clude  linen  and  cotton  fabrics,  of  course,  and  several  others  which 
make  interesting  doilies. 

3.  Plan  and  make  a  set  of  place  mats  and  napkins.  For  your  first 
set  you  should  use  inexpensive  material  that  is  easy  to  work  with. 
Plan  to  use  two  colors,  one  for  the  doilies  and  a  harmonizing  color 
for  the  napkins. 


Harmony  when  you  eat 

Doctors  tell  us  that  we  should  feel  pleasant  and  happy  when  we 
eat  our  meals.  It  is  not  good  to  shout,  argue,  or  sulk  at  mealtimes. 
We  should  be  at  harmony  with  the  world.  Surely  it  will  help  us  to 
feel  more  agreeable  if  the  table  is  attractive  and  inviting.  A  great 
deal  depends  on  the  combinations  of  china,  silver,  and  linens  that  we 
use.  For  example,  if  your  china  has  a  pronounced  pattern  it  will  not 
look  well  on  a  background  with  much  pattern. 

Probably  you  know  the  rules  for  setting  a  table.  Knives,  forks,  and 
spoons  should  be  placed  at  right  angles  to  the  edge  of  the  table,  water 
glass  at  the  tip  of  the  knife,  bread  and  butter  plate  at  the  end  of  the 
fork,  and  so  on.  The  many  lines  created  by  the  silver  harmonize  with 
the  rectangular  shape  of  the  table.  The  smaller  circles  of  the  glass 
and  bread  and  butter  plate  are  placed  so  as  to  be  related  to  the 
straight  lines  of  the  knives  and  forks  and  to  the  larger  circle  of  the 
main  plate.  The  dishes  and  silver  at  each  place  form  an  orderly  and 
well-related  design. 

Every  table  needs  a  center  of  interest,  and  there  should  be  a  center- 
piece  which  meets  this  requirement.  To  achieve  this,  one  does  not 
require  fresh  flowers  from  the  florist  every  week.  A  glass  bowl  of  ivy 
cuttings,  a  pottery  bowl  with  bittersweet,  a  small  fern,  a  bowl  of 
fruit,  or  a  basket  of  gourds  will  make  a  good  center  of  interest.  There 
are  dozens  of  other  things  which  also  can  be  used,  but  not  artificial 
flowers!  Imitations  do  not  help  to  create  beauty.  Besides,  the  imita¬ 
tion  flowers  soon  get  dusty  and  soiled. 
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American  Cyanamid  Company 


The  decorative  material  used  for  a  tablecloth  in  this  table  setting  makes  an  ef¬ 
fective  background  for  the  plain  plastic  dishes.  Can  you  imagine  this  setting  with 
dull  blues  in  the  cloth  and  coral  pink  for  the  dishes ? 
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Richards  Morgenthau  Company,  New  York  City 


The  bamboo  screen  makes  a  very  effective  background  for  this  interesting  buffet 

tablet 
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An  inexpensive  table  setting  that  has  beauty  of  design  and  color. 


The  table  shown  above  has  an  attractive  centerpiece  of  iris  and 
garden  heliotrope.  Iris  and  heliotrope  both  grow  on  very  long  stems, 
stems,  but  in  this  arrangement  the  stems  were  cut  in  order  to  make  a 
suitable  arrangement  for  a  dining  table. 

I  The  table  setting  in  this  illustration  is  interesting  and  attractive. 

The  family  that  ate  at  this  table  enjoyed  both  good  design  and  color 
at  very  moderate  cost.  The  dishes  are  corn  yellow,  the  doilies  and 
napkins  are  green  with  yellow,  orange,  and  dark  blue  stripes.  The 
|  flower  container  is  dark  blue,  and  the  flowers  were  yellow,  blue- 

purple,  and  white.  The  table  is  cherry  with  an  orange-red  tone.  Here 
j  is  an  itemized  list  of  the  prices  paid  for  each  article  on  the  table. 


i  Dinner  plates . 10  cts. 

Bread-and-butter  plates  . 15  cts. 

Water  glasses . 20  cts. 

5  Salt  and  pepper  shakers . 15  cts. 

Sugar  bowl . 25  cts. 

Knives,  forks,  and  spoons  . 19  cts. 


Doilies . 15  cts. 

Napkins . 10  cts. 

Center  doily  . 20  cts. 

Flower  container  . 25  cts. 


Flowers  from  the  garden 


Table  settings  are  design  problems.  When  you  plan  a  party  table 
you  are  a  designer.  Instead  of  using  paints  and  brushes,  you  will  use 
place  mats,  china,  silver,  glassware,  and  a  decorative  centerpiece. 
Your  design  will  depend  not  only  upon  the  kind  of  dining-table  ac¬ 
cessories  which  you  use,  but  also  on  your  placement  of  these  articles. 
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Duncan  &  Miller  Glass  Company 


This  luncheon  table  is  nicely  arranged  for  three. 

In  the  picture  above  you  will  see  a  party  table  for  three.  In  this 
case,  the  hostess-designer  moved  the  centerpiece,  a  bowl  of  fruit 
to  one  side  of  the  table  and  used  the  other  three  sides  of  the  table 
for  the  three  place  settings.  The  large  glass  plate  in  the  center 
of  the  table  will  hold  some  of  the  foods  from  which  the  omests  will 

o 

fill  their  plates.  How  much  better  balanced  is  this  table  than  if  the 
centerpiece  had  been  left  in  the  center  and  one  side  had  been  left 
empty.  Can  you  see  how  this  same  scheme  could  be  used  for  seating 
any  odd  number  of  guests,  for  example,  five  or  seven? 

Now  turn  to  the  buffet  table  shown  on  page  145  and  observe  the 
arrangement.  Here  the  setting  has  been  arranged  in  diagonally  cross¬ 
ing  lines.  Notice  that  the  handle  of  the  casserole,  the  handles  of  the 
teacups,  the  sugar  bowl,  cream  pitcher,  and  teapot  are  turned  so  as  to 
emphasize  the  diagonal  arrangement.  The  very  attractive  centerpiece 
of  fruits  and  vegetables  is  located  at  the  corner  of  the  table,  again 
emphasizing  the  diagonal  pattern. 

Even  an  everyday  setting  for  family  meals  can  be  fun  if  you  spend 
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Which  of  the  combinations  do  you  like  best? 

a  little  time  planning  a  pleasing  arrangement.  Harmony  with  your 
meals  can  do  much  to  provide  for  better  living. 


Suggestions  for  further  study.  1.  Collect  pictures  of  table  set¬ 
tings.  Select  one  which  you  think  is  harmonious  and  explain  why 
you  think  so.  Select  one  which  you  think  could  be  improved  and 
tell  how  you  would  change  it. 

2.  Arrange  an  exhibition  of  attractive  table  settings.  Plan  to  have 
at  least  two  tables  for  family  meals  and  one  for  a  buffet  party. 

A  TEST  ON  THE  DINING  TABLE 

I.  Answer  the  questions  at  the  beginning  of  this  chapter  and  compare 
with  your  answers  before  studying  the  topic. 

II.  Your  teacher  will  exhibit  three  dinner  or  luncheon  plates.  Criticize 
each  for  the  following  points:  harmony,  pictorial  or  decorative  quality, 
rhythmic  lines,  proportion. 

III.  Study  the  four  groups  of  dining-table  accessories  shown  above. 
Which  group  would  you  like  for  your  own?  Why  do  you  make  this 
choice?  Is  there  any  article  which  you  would  like  to  change?  Why? 
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Chapter  7 


WHAT  WILL  YOUR  WINDOWS 

WEAR? 


There  is  no  problem  in  interior  design  which  occurs  more  fre¬ 
quently  than  the  window  problem.  Curtains  must  be  replaced 
more  often  than  rugs,  furniture,  or  other  furnishings,  and  each  re¬ 
placement  is  a  fresh  problem.  Appearance,  usefulness,  and  cost  are 
the  chief  factors  which  must  be  considered.  Once  again  beauty  can¬ 
not  be  planned  without  taking  into  consideration  utility  and  func¬ 
tion. 

Study  each  window  problem.  Not  all  windows  can  be  treated 
alike.  The  best  treatment  depends  on  many  things.  The  amount  of 
light,  the  size  of  the  room,  the  shape  of  the  window,  and  the  color 
and  character  of  the  other  furnishings  make  a  difference  in  planning 
the  window  curtains. 

First,  we  must  decide  whether  to  use  glass  curtains,  drapes,  or  both. 
Sheer  glass  curtains  hang  close  to  the  window  and  soften  the  glare  of 
light.  They  also  secure  privacy  from  passers-by.  However,  if  the  win¬ 
dow  does  not  face  on  the  public  street  and  if  there  is  a  good  view, 
you  will  prefer  no  glass  curtains.  For  windows  with  a  pleasant  out¬ 
look,  drapes  with  no  window  curtains  is  a  good  answer  to  the  window 
problem.  This  treatment  permits  a  great  deal  of  light  to  enter.  If  it 
is  necessary  to  shut  out  some  of  the  light,  you  may  use  glass  curtains, 
roller  shades,  or  Venetian  blinds. 

Many  people  use  roller  curtains  at  their  windows,  and  keep  them 
halfway  down  regardless  of  the  amount  of  light.  Interior  decorators 
feel  that  roller  shades  are  ugly,  and  avoid  their  use  whenever  possible. 
A  roller  shade  drawn  down  halfway  cuts  a  window  into  two  parts 
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The  small  windows  at  the  end  of  this  large ,  comfortable  room  are  attractively 
curtained.  These  curtains  can  be  drawn  to  secure  privacy  from  the  outside. 

which  have  no  relation  to  each  other.  In  place  of  the  roller  shade, 
some  people  prefer  drapes  which  draw  across  the  window  or  Venetian 
blinds.  (See  page  167.)  Some  people  do  not  like  Venetian  blinds  be¬ 
cause  in  a  dusty,  smoky  city  a  great  deal  of  time  and  care  is  required 
to  keep  them  clean.  Other  people  do  not  like  them  because  their 
effect  is  rather  severe. 

The  average-sized  window  can  be  treated  to  both  glass  curtains  and 
drapes  if  you  desire.  Small  windows  generally  look  better  if  they  have 
only  glass  curtains  or  only  drapes.  Too  much  on  a  small  window  is 
likely  to  make  it  look  overdressed.  Casement  windows  and  small  win¬ 
dows  like  those  pictured  above  are  most  attractive  when  only  one 
set  of  curtains  is  used.  These  curtains  have  plenty  of  fullness  so 
that  they  can  be  drawn  across  the  windows  to  shut  out  the  view. 
Every  curtain  should  be  wide  enough  so  that  when  it  is  pulled  shut 
the  fabric  still  falls  in  folds.  Skimpy  curtains  are  not  attractive. 

Sometimes  an  ordinary  window  can  successfully  be  made  into  a 
real  feature  in  the  room.  The  window  garden  shown  on  the  next  page 
is  a  pleasing  center  of  interest  in  a  dining  room.  Small  plants  com¬ 
bined  with  colored  glass  accessories  create  a  nice  effect.  The  cretonne 
drapes  hang  in  straight  folds,  and  serve  to  soften  the  rectangle  of  the 
window  frame.  The  glass  shelves  which  hold  the  plants  are  supported 

150 


■BHH 


A  window  garden  that  is  made  more  attractive  by  decorative  accessories  of  col¬ 
ored  glass. 


by  wooden  brackets  screwed  to  the  window  frames.  These  brackets 
are  stained  the  color  of  the  woodwork  and  are  not  conspicuous.  In 
summer  when  the  window  garden  is  planted  outdoors  the  brackets 
are  hidden  by  the  drapes. 

The  first  problem  that  must  be  settled  in  window  treatment  is  the 
type  of  curtains  to  use.  Decide  first  whether  it  will  be  best  to  have 
glass  curtains,  drapes,  Venetian  blinds,  or  roller  shades.  Then  you 
are  ready  to  consider  other  problems. 

The  choice  of  color  in  curtains.  If  the  curtains  are  to  form  a 
part  of  the  background,  they  should  not  offer  too  bold  a  contrast  in 
hue,  value,  and  intensity  with  the  color  of  the  walls.  All  the  rules  for 
a  good  background  apply  to  curtains.  If  we  have  sand-colored  walls 
and  use  bright  gold-colored  curtains,  they  will  not  remain  in  the 
background.  Although  the  hue  and  value  may  be  near  to  that  of  the 
wall,  the  intensity  is  much  too  strong  for  a  background  color.  But  if  a 
grayish-tan  homespun  is  used,  the  curtains  will  harmonize  with  the 
walls  and  make  a  good  background.  Another  example  of  curtains 
which  do  not  form  a  part  of  the  background  occurs  when  the  walls 
and  woodwork  are  ivory  and  the  curtains  are  dull  rose  color,  a  hue 
which  makes  them  dominant.  The  dull  rose  curtains  may  give  a 
pleasing  effect,  however,  if  the  other  furnishings  in  the  room  de- 
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mand  that  the  curtains  used  give  a  decorative  note.  Choice  of  color 
depends  upon  the  effect  desired. 

In  some  cases  where  there  is  no  other  strong  center  of  interest  in  a 
room,  a  pleasing  effect  is  obtained  when  the  window  is  curtained  so 
as  to  make  it  dominant.  In  other  cases  where  there  is  already  a  point 
of  emphasis  in  the  room  and  where  the  room  contains  numerous 
articles  of  furniture  and  decorative  accessories,  it  is  best  to  keep  the 
curtains  entirely  in  the  background.  This  means  the  selection  of  a 
light-value  neutral  color  which  will  blend  with  the  walls.  It  is  not 
necessary  to  make  the  curtains  either  a  center  of  interest  or  entirely 
subordinate  as  a  part  of  the  background.  They  may  stand  out  in 
pleasing  color  contrast  to  the  walls,  for  example,  rust-colored  dra¬ 
peries  with  sand-colored  walls,  not  as  a  dominating  center  of  interest, 
but  as  articles  of  furnishing  which  occasionally  catch  our  attention. 

Our  first  problem,  then,  is  to  decide  whether  the  curtains  should 
remain  entirely  in  the  background,  be  the  dominant  center  of  inter¬ 
est,  or  stand  out  slightly  from  the  background  without  attracting  too 
much  attention.  It  is  chiefly  through  color  that  we  can  achieve  this 
effect.  The  cretonne  drapes  shown  on  page  151  create  a  slight  con¬ 
trast  with  the  wallpaper.  This  contrast  is  produced  by  the  pattern  in 
the  cretonne  in  contrast  with  the  plain  walls  and  by  the  dull  tones  of 
rust  and  green  against  the  pale  green  walls. 

If  thin  glass  curtains  are  to  be  hung  across  the  window,  we  must 
choose  the  color  which  is  right.  For  example,  light  entering  a  room 
through  lavender  or  pale  blue  curtains  will  be  cool;  this  is  certainly 
not  desirable  in  a  room  with  a  north  exposure  and  little  sunshine. 
Such  a  room  should  be  curtained  in  shades  of  cream,  yellow,  tan,  or 
tints  of  pink  and  rose.  It  is  not  necessary  that  the  color  in  curtains  be 
very  intense  in  order  to  effect  the  quality  of  warm  or  cool  light  in 
the  room.  Quite  neutralized  shades  and  delicate  tints  will  color  the 
light  that  is  transmitted  through  the  curtains  and  pervades  the  room. 
It  is  an  excellent  plan  when  buying  curtains  to  hold  them  up  to  the 
light  and  study  the  color  which  comes  through  them.  Some  interior 
decorators  think  that  only  yellow  tints  and  white  are  suitable  for  glass 
curtains. 

Other  tints,  however,  are  used  with  success  in  many  rooms.  Can 
you  imagine  the  sheer  curtains  in  the  room  on  the  opposite  page  a 
pale  sea-green?  Perhaps  in  your  mind’s  eye  you  can  see  how  the  deli¬ 
cate  greens,  which  shine  through  from  the  outside,  fall  on  the  duller 
green  of  the  carpet  and  give  it  a  more  lively  color.  You  can  imagine, 
too,  the  trees  outside  that  throw  their  shadows  on  the  sheer  curtains. 
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Alexander  Smith  &  Sons  Carpet  Co. 


The  sheer  curtains  at  the  floor-to-ceiling 
carpet  and,  other  furnishings. 


windows  cast  a  lovely  light  over  the 
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Another  point  to  be  considered  in  choosing  the  color  of  our  cur¬ 
tains  is  to  make  sure  that  they  harmonize  with  the  general  color 
scheme  of  the  room.  It  is  safe  to  follow  the  rule  of  making  the  color 
of  the  curtains  echo  one  of  the  large  color  areas  in  the  room,  the 
walls,  the  rugs,  or  the  upholstering  on  the  furniture.  This  creates  a 
rhythmic  and  balanced  arrangement  of  color  that  is  pleasing.  How¬ 
ever,  it  is  best  not  to  repeat  the  vivid  color  found  in  a  piece  of  pottery 
or  picture  by  using  plain,  bright-colored  draperies,  as  vivid  color 
should  be  used  only  in  small  areas.  Cuirtains  form  one  of  the  large 
color  areas  in  the  room.  Even  when  curtains  form  a  center  of  interest, 
the  color  should  not  be  too  bright,  as  intense  color  in  large  areas  is 
fatiguing.  Can  you  think  of  any  other  reason  why  intense  color  in 
large  areas  should  not  be  used? 

The  white  curtain  is  a  particular  problem  which  must  be  consid¬ 
ered  in  harmonizing  the  color  of  the  curtains  to  the  rest  of  the  room. 
In  a  living  room  where  the  color  scheme  is  built  around  the  triad 
combination  of  red,  yellow,  and  blue  and  is  kept  dark  and  rich  in 
tone,  a  white  curtain  fails  to  harmonize.  It  seems  staring,  out  of  place, 
and  obviously  bad.  Even  in  a  room  which  is  lighter  and  more  delicate 
in  its  coloring  the  white  curtain  may  be  out  of  place.  For  example,  a 
room  with  ivory  woodwork,  cream  walls,  a  violet,  tan,  and  green  rug 
in  light  tones,  and  light  gray-green  furniture  cannot  be  correctly  cur¬ 
tained  with  white.  Even  though  the  walls  are  light  in  value,  the  ab¬ 
solute  whiteness  of  the  curtain  is  not  in  key  with  the  cream  and  ivory 
tint. 

The  white  curtain  can  be  used  successfully  only  in  rooms  where 
there  are  other  areas  of  white  or  very  light  color.  In  the  bedroom 
where  the  walls  are  covered  with  a  light  figured  paper  having  a  white 
background,  or  where  a  light  bedspread  and  light  dresser  covers  are 
used,  the  white  curtains  may  be  most  attractive. 

The  size  of  the  room  must  also  be  taken  into  consideration  in 
selecting  the  color  of  the  curtains.  If  the  room  is  small  and  an  increase 
in  the  effect  of  space  is  desired,  the  curtains  must  be  kept  as  a  part  of 
the  background.  If  the  curtains  are  contrasting  in  color  so  as  to  make 
a  decorative  note,  they  will  divide  the  background  into  smaller  areas 
and  make  the  room  seem  smaller. 

Some  experiments  in  the  choice  of  color  for  curtains.  1.  Ex¬ 
periment  with  large  pieces  of  thin,  colored  materials,  such  as  cheese¬ 
cloth  or  voile.  Hold  each  piece  up  to  a  window  through  which  the 
light  shines  strongly  and  note  the  color  and  quality  of  light  which 
falls  on  the  objects  near  the  window. 
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2.  Experiment  by  combining  pieces  of  curtain  material  and  wall¬ 
paper.  How  many  combinations  can  you  find  where  the  curtains 
help  to  form  a  part  of  a  pleasing  background?  How  many  combina¬ 
tions  are  there  where  the  curtains  form  a  decorative  note  without 
offering  too  vivid  a  contrast?  How  many  combinations  can  you  find 
where  the  curtains  would  make  a  room  look  smaller? 

Plain  or  figured  material.  The  next  important  decision  to  be 
made  is  whether  to  use  plain  or  figured  materials.  This  depends 
mostly  upon  the  other  furnishings  in  the  room.  If  the  wallpaper  is 
figured,  the  curtains  should  be  plain.  Otherwise  the  two  patterns  will 
compete  with  each  other,  and  the  result  will  be  a  confused  effect. 
This  does  not  hold  true,  however,  when  the  figure  in  the  paper  is  an 
inconspicuous,  small  pattern.  Indistinct  patterns  generally  have  the 
effect  of  texture  rather  than  the  effect  of  pattern.  Several  strong,  bold 
patterns  in  the  same  room  always  produce  a  feeling  of  unrest  and 
confusion.  A  figured  rug,  large  floral  cretonnes  for  slip  covers,  a 
strong  pattern  in  the  wallpaper,  and  a  bold  pattern  in  the  curtains 
are  sure  to  create  a  most  disagreeable  effect. 

Several  patterns  can  be  used  in  the  same  room  if  selected  with  care. 
The  rooms  shown  on  pages  156  and  157  show  pleasing  combinations 
of  patterned  and  plain  materials.  In  the  room  on  the  left  the  mantel 
is  light  ivory  against  a  knotty  pine  paneled  wall.  The  other  wall  is 
deep  green  and  the  curtains  are  natural  homespun  with  a  deep-green 
band  across  the  valance.  The  cretonne  slip  cover  on  the  davenport  is 
printed  in  greens  and  browns  against  an  ivory  background.  The 
braided  rug  has  tones  of  green,  and  the  chair  at  the  left  is  covered  in  a 
brown,  tan,  and  green  plaid.  The  plaid  chair,  the  oval  rug,  and  the 
floral  pattern  of  the  slip  cover  are  in  harmony  because  the  patterns 
vary  enough  in  character  so  that  they  do  not  “fight.”  They  are  also 
held  together  by  the  harmony  of  color.  The  plain  surfaces  create  rest 
spaces  as  the  eye  moves  about  the  room,  so  that  the  effect  is  not  con¬ 
fusing. 

The  room  shown  on  page  157  also  has  a  successful  combination  of 
figured  materials.  The  draperies  are  figured  cretonne  and  the  up¬ 
holstering  is  plain.  A  plaid  lamp  shade  contrasts  pleasantly  with  the 
plain  areas,  the  braided  rug,  and  the  floral  pattern  at  the  window. 

A  good  recipe  to  follow  in  making  such  combinations  is  this:  Use 
one  large  floral  pattern;  add  a  plaid  or  striped  pattern;  if  desired  add 
a  small,  quiet  pattern;  and  always  use  plenty  of  plain  surfaces. 

Interesting  textures  add  beauty.  A  plain-colored,  textured  cur¬ 
tain  material  can  bring  interest  and  beauty  into  a  room.  A  wide 
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Consider  H.  Willett,  Inc. 

Here  is  a  successful  combination  of  a  floral  pattern,  a  plaid ,  stripes,  and  plain 
surfaces. 

variety  of  textures  is  available,  ranging  from  fine,  delicate  voile  to 
coarse  fish  nets,  and  from  smooth  linens  and  brocades  to  rough 
homespuns  and  corduroys.  In  some  fabrics,  the  effect  of  texture  is 
produced  by  a  small  pattern.  This  is  demonstrated  in  the  curtains 
shown  on  page  158.  The  little  diagonal  lines  create  a  pleasant  variety 
of  surface  that  contrasts  pleasantly  with  the  wood-paneled  walls.  In 
this  case  the  curtains  remain  part  of  the  background,  but  at  the  same 
time  they  provide  interesting  variety  or  effect. 

The  fish-net  curtains  in  the  dining  room  shown  on  page  159  are 
well  chosen  for  contrast  in  texture  with  the  brick  wall  and  the  pat¬ 
terned  carpet.  The  coarseness  of  the  net  blends  nicely  with  the  brick 
wall.  This  is  a  good  example  of  the  type  of  curtain  material  which 
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McCall’s  Magazine 

A  pleasing  effect  is  created  by  combining  a  braided  rug,  a  plaid  lampshade, 
cretonne  curtains,  and  plenty  of  plain  surfaces. 


softens  the  glare  of  light  and  partially  obscures  the  view  when  look¬ 
ing  in  from  the  outside. 

Texture  is  a  tremendously  important  factor  in  creating  the  right 
effect.  When  you  are  planning  to  buy  new  curtains,  it  is  a  good  idea 
to  sit  down  in  the  room  where  the  curtains  will  hang  and  try  to 
imagine  the  effect  of  different  textured  materials  at  the  window. 

Good  design  in  figured  materials.  If  you  decide  to  use  a  figured 
material  for  your  curtains,  you  must  be  sure  to  select  a  good  pattern. 
We  have  found  that  good  design  costs  no  more,  and  sometimes  less, 
than  poor  design.  Our  ability  to  select  well-designed  curtain  mate¬ 
rials  depends  more  upon  our  knowledge  and  understanding  of  art 
principles  than  upon  the  amount  of  money  which  we  spend.  The 
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United  States  Plywood  Corporation 

The  small  diagonal  pattern  in  these  curtains  creates  a  texture  which  blends 
beautifully  with  the  wood-paneled  walls. 


three  pieces  of  cretonne  shown  on  page  160  show  this  point  very 
clearly.  The  first  cretonne  cost  fifty  cents  a  yard,  the  second  cost 
ninety  cents,  and  the  third  cost  thirty-nine  cents.  Now  let  us  see  how 
they  compare  in  art  quality. 

The  first  is  little  more  than  a  picture  of  roses,  pinks,  and  larkspur 
with  tangled  stems  sprawling  in  great  confusion  across  the  width  of 
the  fabric.  There  is  no  feeling  of  rhythmic  quality,  nicely  related 
proportions,  or  stability  anywhere  in  the  pattern.  The  second  cre¬ 
tonne  is  what  we  might  call  semidecorative  in  character.  The  blos¬ 
soms  are  realistic,  but  they  are  made  to  fit  into  an  orderly,  rhythmic 
pattern.  We  feel  that  the  pattern  is  organized  and  therefore  much 
more  pleasing  than  that  of  the  first  cretonne.  The  third  cretonne  is 
still  more  pleasing  than  either  of  the  others.  The  design  is  thor¬ 
oughly  decorative.  We  have  no  feeling  that  the  flowers  are  pictures 
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Bigelow-Sanford  Carpet  Company,  Inc. 

The  fish-net  curtains  at  the  window  of  this  dining  room  harmonize  beautifully 
with  the  brick  wall  and  the  floral  pattern  of  the  carpet. 


which  accidentally  were  painted  upon  our  curtains.  They  are  “design 
flowers”  and  charming.  Each  cluster  of  flowers  is  a  center  of  interest 
to  which  the  stems  and  leaves  are  subordinated.  Altogether,  the  pat¬ 
tern  is  entirely  satisfactory  judged  according  to  the  principles  of  de¬ 
sign.  Here  is  one  case  in  which  the  least  money  bought  the  most 
pleasing  curtain  materials. 

Cretonnes  in  many  patterns.  Counters  in  drapery  departments 
are  loaded  with  cretonnes  and  other  materials  with  a  great  variety  of 
patterns.  Like  the  three  patterns  shown  on  page  160,  some  are  beauti¬ 
ful,  some  are  poor  design  and  color,  and  others  are  mediocre.  Once 
again  your  own  good  taste  must  come  to  your  aid. 

Among  the  cretonnes  of  good  design  and  color  there  are  different 
types,  those  inspired  by  historic  styles  in  design  and  many  moderns. 
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Three  cretonne  patterns  varying  in  qualities  of  design.  Top:  A  naturalistic  pat¬ 
tern  which  rambles  in  a  most  disorderly  fashion.  Center:  A  semirealistic  pattern 
which  conforms  to  orderly  arrangement.  Bottom:  A  completely  decorative  pat¬ 
tern  with  pleasing  organization. 
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A  cretonne  pattern  copied  from  a  French  historic  style. 


The  textile  shown  above  is  copied  from  a  historic  French  style 
called  toile  du  Juoy.  These  patterns  are  generally  available  in  one- 
tone  prints  of  blue,  red,  green,  or  brown  on  white  or  cream  back¬ 
ground.  They  can  be  used  at  many  windows  with  great  success. 

The  design  of  the  fabric  shown  on  page  162  is  in  the  modern  ab¬ 
stract  style.  It  is  printed  in  tones  of  chartreuse,  yellow,  brown,  and 
black  outlines  on  a  white  ground.  This  pattern  was  selected  by  a 
group  of  modern  designers  as  “characteristically  modern”  for  use  at 
an  exhibition  of  modern  furnishings. 

Curtains  generally  hang  in  folds  at  the  windows,  and  it  is  well  to 
consider  this  point  in  selecting  the  pattern.  Always  try  the  effect  of 
the  pattern  as  it  hangs  in  folds  before  making  a  purchase. 


Suggestions  for  further  study.  1.  Describe  a  room  that  you  know 
and  tell  whether  you  would  use  plain  or  figured  curtain  material. 
Give  the  reasons  for  your  choice. 

2.  Collect  samples  of  curtain  material  with  patterns.  Criticize 
each  pattern  according  to  art  principles. 


161 


The  design  of  this  cretonne  is  in  the  modern  abstract  style  and  is  printed  in  tones 
of  chartreuse,  yellow,  and  brown,  with  black  outlines  on  a  white  ground. 


Scale  of  pattern.  One  factor  that  should  influence  our  selection 
of  figured  curtain  material  is  the  size  of  the  pattern.  If  the  pattern  is 
very  large  it  should  not  be  used  at  small  windows  because  it  is  out 
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of  proportion.  Another  way  of  expressing  this  is  to  say  that  it  is  out 
of  scale,  or  that  the  scale  is  too  large  for  the  window.  When  we  speak 
of  objects  or  the  parts  of  objects  as  being  well  proportioned  to  each 
other,  we  say  that  they  are  in  scale.  If  they  are  not  well  proportioned 
we  say  that  they  are  not  in  scale.  When  we  are  selecting  figured  cur¬ 
tain  material  the  scale  of  the  pattern  is  a  consideration  to  keep  in 
mind.  The  pattern  should  be  small  enough  to  repeat  several  times  in 
order  to  give  a  unified  effect  or  to  be  in  scale  with  the  window. 

Suggestions  for  further  study.  1.  Criticize  three  pieces  of  figured 
curtain  material  which  your  teacher  will  hang  on  the  wall  for  study. 
Make  your  criticism  according  to  the  principles  enumerated  in  the 
preceding  paragraph. 

2.  Many  sheer  materials  used  for  glass  curtains  are  figured.  Collect 
samples  of  these  materials  and  discuss  them  for  pleasing  pattern. 

3.  Try  draping  your  samples  of  curtain  materials  in  folds.  Which 
ones  hang  in  good  folds?  Are  any  of  the  materials  too  stiff  to  hang 
well?  Which  of  the  sheer  materials  would  be  more  suitable  for  use 
in  a  bathroom  or  kitchen?  Why  do  we  like  a  certain  crispness  or 
stiffness  in  the  texture  of  the  curtains  which  we  put  in  bathrooms 
and  kitchens? 

When  curtains  are  tied  back.  Most  curtains  are  allowed  to  hang 
straight  in  long,  natural  folds,  but  sometimes  it  is  desirable  to  drape 
them  back  against  the  window  frame.  Thin,  ruffled  glass  curtains,  like 
those  in  the  illustrations  on  pages  45  and  57,  are  more  attractive 
when  drawn  back,  but  the  draping  must  be  done  carefully  in  order  to 
secure  a  pleasing  effect.  Study  the  lines  of  the  draped  curtains  on 
these  pages,  and  you  will  see  that  they  are  tied  back  so  as  to  allow  the 
curtains  to  hang  in  graceful  curves.  Avoid  pulling  your  curtains  back 
in  straight,  tight  lines  which  form  diamond-shaped  lines.  Rhythm  of 
line  is  just  as  important  in  the  draping  of  a  curtain  as  in  a  spiral 
stairway. 

How  long  and  how  wide?  Practical  questions,  which  have  to  be 
settled  when  you  plan  your  curtains,  are  length  and  width.  These 
questions,  as  well  as  the  type  of  heading,  must  be  settled  before  you 
can  estimate  how  much  material  to  buy. 

The  length  of  a  curtain  is  determined  by  the  height  of  the  window. 
It  is  a  good  general  rule  to  make  all  curtains,  especially  draperies, 
floor  length,  unless  there  is  some  special  reason  for  making  them 
window  length.  Curtains  which  hang  to  the  floor  seem  to  make  the 
window  appear  more  an  integral  part  of  the  room  than  the  shorter 
ones.  Some  thin  glass  curtains  are  very  attractive  when  made  window 
length,  but  draperies  should  be  floor  length  if  possible. 
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Never  allow  a  curtain  to  stop  anywhere  between  the  bottom  of  the 
window  frame  and  the  floor.  Remember  that  a  curtain  is  really  a 
kind  of  dress  for  the  window  and  should  fit  the  window.  A  curtain 
which  fits  its  window  perfectly  covers  the  window  to  the  top  edge  and 
falls  just  to  the  sill,  to  the  bottom  of  the  window  frame,  or  to  the 
floor.  The  curtains  in  the  room  shown  on  page  158  just  reach  the 
window  sills — a  perfect  fit.  In  this  room,  the  curtains  could  not  hang 
to  the  floor  because  of  the  built-in  bookshelves  across  one  wall.  The 
designer  naturally  took  this  into  account,  and  was  successful  in  plan¬ 
ning  curtains  which  seem  tailor-made  for  the  room.  This  sort  of 
beauty  does  not  happen  by  accident. 

Measurements  for  length  must  allow  for  hems,  headings,  shrink¬ 
age,  and  clearance  at  the  sill  or  floor.  A  curtain  should  not  actually 
touch  the  floor  or  sill.  A  clearance  of  about  1  inch  at  the  floor  and 
l/2  inch  at  the  sill  helps  the  curtain  to  hang  more  gracefully.  The 
hem  at  the  bottom  of  a  glass  curtain  should  be  about  1 1/2  to  3  inches 
wide,  and  for  heavier  materials  2  to  4  inches  wide.  If  the  material  is 
preshrunk,  no  allowance  need  be  made.  If  the  fabric  has  not  been 
tested  and  is  not  guaranteed  preshrunk,  allow  about  2  inches  per 
yard.  The  extra  allowance  will  have  to  be  turned  up  in  the  hem,  and 
let  out  after  laundering. 

When  making  curtains,  it  is  a  good  idea  to  hang  them  at  the  win¬ 
dows  for  a  few  days  after  they  are  finished  except  for  the  hems.  Some 
materials,  especially  the  homespuns,  stretch  considerably,  and  this 
will  alter  the  hem  line.  Pin  the  hems  up  before  taking  the  curtains 
down.  Check  each  one  with  a  yardstick  before  sewing  so  as  to  correct 
inaccurate  pinning. 

The  type  of  heading  on  the  curtain  affects  the  amount  required 
for  its  length.  If  the  curtain  is  to  have  a  casing  for  a  rod,  allow  about 
3  inches,  and  be  sure  to  make  the  casing  wide  enough  so  that  the  rod 
slips  through  easily.  If  the  curtain  hangs  on  rings  allow  1  to  2  inches 
for  a  hem,  and  remember  when  measuring  the  length  that  the  top 
of  the  curtain  will  come  just  below  the  rod  on  which  the  rings  slide. 

If  the  curtain  is  to  have  a  heading  like  those  shown  on  page  151, 
allow  about  4  or  5  inches  to  turn  down  over  the  buckram  used  for 
stiffening. 

Every  new  set  of  curtains  has  special  problems  in  measurements 
which  will  have  to  be  worked  out.  Remember  that  all  this  should  be 
done  before  you  buy  your  material  so  that  you  will  not  purchase  too 
much  nor  too  little. 

The  width  of  the  curtains  should  be  about  2  to  2\/9  times  the 
width  of  the  window.  A  perfect  fit  in  this  case  means  generous  allow- 
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ance  for  fullness.  When  curtains  are  pulled  across  the  window  they 
should  still  look  as  though  they  could  do  the  job  easily  and  grace¬ 
fully.  It  is  pleasant  to  sit  in  a  cozy  room  on  a  wintry  night  with  the 
drapes  pulled  shut  and  enjoy  the  lights  and  shadows  on  the  long,  full 
folds  of  the  fabric. 

Curtains  create  illusions.  Just  as  the  design  of  a  costume  can 
make  you  appear  taller  and  thinner  or  shorter  and  wider,  so  can  the 
dress  you  choose  for  your  windows  make  them  appear  wider  and 
lower  or  just  the  opposite.  The  pattern  of  the  material  has  considera¬ 
ble  effect  on  the  proportions  of  a  window  opening.  In  the  room 
shown  above  you  will  see  at  once  that  the  horizontal  lines  of  the 
curtain  fabric  tend  to  make  the  eye  travel  horizontally  and  thus 
create  an  illusion  of  width.  In  this  case  the  lines  of  the  bookshelves 
and  the  square  tiles  of  the  lovely  floor  help  give  the  feeling  of  breadth 
and  space. 

Another  way  of  creating  an  effect  of  width  is  to  let  the  curtain  rod 
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Kentile,  Inc. 


Art  illusion  of  space  is  created  in  this  room  by  the  horizontal  lines  in  the  pattern 
of  the  curtain  fabric,  the  lines  of  the  bookshelves,  and  the  spreading  pattern  of 
the  tile  floor. 


E.  L.  Bruce  Company 


^4  wall  curtain  used  for  a  background  sets  off  the  figured  upholstery  and  contrasts 
pleasantly  with  the  plank  flooring. 


] 


t 
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Marshall  Field  &  Company;  Hedrich-Blessing-  Studio 


Draperies  hung  in  the  space  beside  a  window  create  the  impression  of  a  wider 
window  and  form  a  center  of  interest. 


extend  out  past  the  edges  of  the  window  frame.  Then  when  the 
curtains  are  pushed  back,  they  extend  beyond  the  actual  window  but 
expose  only  the  window  opening,  thus  making  a  wider  window. 

Still  another  way  of  creating  an  illusion  of  a  lower,  wider  window 
is  by  the  use  of  a  valance  which  contrasts  with  the  curtains.  This 
stops  the  eye  from  traveling  upward  and  causes  it  to  move  hori¬ 
zontally.  Note  this  effect  in  the  windows  on  page  165. 

Curtains  cover  walls.  In  the  twentieth-century  style  of  furnish¬ 
ing,  floor-to-ceiling  curtains  are  often  used  to  cover  an  entire  wall 
even  though  there  are  no  windows  in  the  wall.  The  folds  of  the 
curtain  form  an  interesting  background,  as  shown  in  the  picture  on 
the  opposite  page.  Notice  the  interesting  combination  of  patterned 
upholstery  and  textured  surfaces  in  the  curtain  wall,  shaggy  rug,  and 
oak-plank  flooring. 

A  curtain  wall  may  cover  a  window  as  shown  the  above  picture. 
There  are  endless  possibilities  for  lovely  effects  with  the  use  of  a  cur¬ 
tain  wall.  A  curtain  may  provide  an  interesting  covering  for  an  unin¬ 
teresting  wall,  or  conceal  undesirable  features  such  as  an  ugly,  imita¬ 
tion  fireplace. 
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Libbey-Owens-Ford  Glass  Company 

Good  curtaining  for  a  picture  windoiu  requires  generous  width  which  allows  the 
curtains  to  be  pidled  completely  across  the  window  opening.  There  are  times 
when  it  is  desirable  to  shut  out  glaring  light  or  to  secure  privacy. 


Picture  windows  need  curtains.  The  modern  style  in  architecture 
has  given  us  some  new  problems  in  curtaining — picture  windows  and 
window  walls.  Large  areas  of  glass,  which  let  in  plenty  of  light  and 
bring  the  outdoors  within  easy  view,  are  characteristic  of  the  style. 
While  it  is  pleasant  to  have  plenty  of  light  and  view,  there  are  times 
when  it  is  equally  desirable  to  shut  them  out.  There  are  days  when 
light  can  be  too  strong  and  glaring,  and  hours  when  privacy  for  those 
within  is  required.  The  only  answer,  of  course,  is  curtaining.  The 
picture  window  illustrated  above  has  a  delightful  view,  but  when 
occasion  requires  it  to  be  shut  out,  the  cretonne  curtains  can  be 
drawn.  This  means  that  plenty  of  width  must  be  allowed  for  cor¬ 
rect  curtaining.  A  window  wall  presents  the  same  problem.  When  the 
glass  extends  from  floor  to  ceiling,  the  curtains  must  extend  from  top 
to  bottom  of  the  wall.  Here  again,  plenty  of  fullness  and  width  are 
required  so  that  the  curtains  when  drawn  will  hang  gracefully. 

Some  pointers  on  buying  curtains.  Here  are  some  points  to  re¬ 
member  when  you  plan  to  purchase  new  curtains: 
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1.  Do  you  need  glass  curtains,  draperies,  or  both?  Choose  the  cur¬ 
tains  that  will  answer  the  needs.  Glass  curtains  soften  the  lis^ht  and 
provide  partial  privacy,  but  if  the  window  is  opened  for  air  they  may 
soil  quickly  from  dust  which  blows  through  them.  The  laundry  prob¬ 
lem  should  be  considered.  Heavier  fabrics  used  in  draperies  can  be 
vacuumed  or  brushed  and  require  only  periodical  washing.  Do  not 
overdress  your  windows. 

2.  Do  you  wish  the  window  to  become  part  of  the  background  or 
to  be  an  accent  of  interest?  Plan  the  color  and  pattern  (if  any)  ac¬ 
cordingly. 

3.  Will  you  use  plain  or  figured  material?  This  will  depend  chiefly 
on  patterns  used  in  other  fabrics.  Avoid  a  confused  effect. 

4.  Bring  home  samples  for  matching  and  harmonizing  colors.  If 
possible,  take  samples  of  slip  covers,  upholstery,  and  wallpaper  with 
you  when  you  shop.  Do  not  try  to  carry  the  color  tones  in  your  eye. 
There  are  hundreds  of  variations,  and  it  is  impossible  to  be  sure 
of  a  match  or  harmony  without  seeing  the  colors  together. 

5.  Take  your  measurements  for  length  and  width  before  you  go 
shopping.  Plan  the  style  of  heading  and  other  details  at  home.  Do 
not  try  to  do  in  the  store  what  you  should  have  done  at  home. 

6.  Remember  to  inquire  about  shrinkage  and  allow  accordingly. 

7.  Test  all  curtain  materials  by  holding  them  up  to  the  light  and 
studying  the  effect  as  light  shines  through.  In  the  case  of  draperies 
you  may  find  that  it  is  necessary  to  line  them.  If  so,  be  sure  that  you 
choose  a  lining  which  will  add  to  the  pleasing  effect.  Some  cretonnes 
and  other  materials  have  a  way  of  looking  sleazy  and  faded  when  the 
light  shines  through  them.  This  type  of  fabric  is  not  a  good  choice 
unless  you  intend  to  line  them.  Unbleached  muslin  is  a  satisfactory 
and  inexpensive  lining  for  most  cretonnes. 

8.  Try  to  get  the  best  value  for  your  money.  Remember  that  good 
taste  is  more  important  than  a  fat  pocketbook.  Sometimes  a  cotton 
print  from  the  dress  counter  will  be  just  the  thing. 

When  you  are  buying  homespun  for  draperies,  it  is  well  to  look  at 
homespun  bedspreads.  One  bedspread,  cut  down  the  center  makes 
the  two  curtains  for  one  window.  Occasionally,  you  will  find  bed¬ 
spreads  cheaper  to  buy  than  homespun  by  the  yard,  and  often  you 
can  find  colors  and  patterns  which  are  not  available  in  yard  goods. 
Homespun  draperies  have  the  advantage  of  having  enough  weight 
not  to  require  lining. 

Suggestions  for  further  study.  1.  Decide  upon  the  ideal  type  of 
curtaining  for  your  own  room.  Make  a  scale  drawing  of  the  window, 

169 


and  draw  the  arrangement  of  curtains  that  you  would  like  to  have. 
Get  a  sample  of  the  material  you  would  like  to  use.  Make  a  brief 
written  statement  telling  why  you  chose  the  color  and  style. 

2.  Collect  samples  of  wallpaper,  cretonnes,  and  slip-cover  ma¬ 
terials.  These  samples  should  be  big  enough  really  to  show  the  colors 
and  patterns.  One-half  to  one-quarter  yard  is  adequate.  Perhaps 
your  school  will  have  such  a  collection.  Try  to  make  pleasing  com¬ 
binations  with  these  samples. 

3.  Make  a  collection  of  pictures  from  newspapers  and  magazines 
showing  curtain  arrangements.  Write  one  sentence  under  each 
picture  stating  your  opinion  of  its  art  quality. 

4.  Make  a  sketch  of  a  window  in  your  home,  and  draw  the  ar¬ 
rangement  that  you  think  should  be  used. 

5.  List  all  the  names  of  curtain  materials  that  you  know  or  that 
you  can  find  in  newspaper  and  magazine  advertisements.  Get  a 
sample  of  each  type  and  learn  to  recognize  each  kind  of  fabric. 
Arrange  for  an  identification  test  of  curtain  materials.  Your  teacher 
will  put  samples  of  ten  curtain  materials  on  exhibition,  each  one 
numbered.  Make  a  list  of  the  numbers  and  write  down  the  correct 
name  of  each  fabric. 


A  TEST  ON  YOUR  STUDY  OF  CURTAINS 

I.  Be  prepared  to  give  a  clear,  definite  answer  to  each  of  the  following 
questions: 

1.  Vera  Norton  is  trying  to  select  the  color  of  the  new  curtains  for  her 
own  room,  which  is  small  and  rather  dark.  It  is  furnished  with  maple 
furniture,  green  rugs,  yellow  walls  and  ceiling,  and  has  notes  of  orange 
in  the  smaller  articles.  She  is  undecided  between  dotted  Swiss  curtains  of 
yellow  or  of  green.  Which  will  make  a  better  effect?  Why? 

2.  Mrs.  Mason  is  planning  new  curtains  for  her  living  room,  which  is 
small  and  rather  crowded  with  furniture  and  decorative  accessories. 
Would  you  recommend  curtains  of  plain  color  or  curtains  with  a  figure? 
Why? 

3.  Some  rooms  require  only  glass  curtains;  other  rooms  require  only 
draperies;  other  rooms  require  both  glass  curtains  and  draperies.  Describe 
a  room  which  requires  each  of  these  treatments.  How  does  the  curtain 
fulfill  a  practical  need  in  each  case? 

4.  In  your  own  room  do  you  think  it  would  be  better  to  use  curtains 
which  are  part  of  the  background  or  curtains  which  stand  out  as  a  center 
of  interest?  Why? 

5.  What  are  the  general  rules  which  will  help  you  to  decide  how  long 
your  curtains  should  be? 

6.  What  principle  of  design  will  help  you  to  drape  your  curtains  at¬ 
tractively? 
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II.  Plan  a  color  scheme  for  the  room  shown  on  page  26  in  which  the 
curtains  become  part  of  the  background.  Next,  plan  a  color  scheme  in 
which  these  curtains  become  a  pleasing  center  of  interest. 

III.  List  12  points  which  should  be  considered  in  the  selection  of  cur¬ 
tains  for  a  living-room  window  which  opens  on  a  small  garden. 

IV.  Some  of  the  following  statements  are  true  and  some  are  false.  List 
the  numbers  of  the  statements  on  a  separate  sheet  of  paper,  and  write 
true  or  false  after  each  number. 

1.  Figured  curtains  are  generally  more  pleasing  when  used  with  plain 
or  textured  wallpaper. 

2.  Flame-colored  draperies  form  an  effective  background. 

3.  Glass  curtains  should  always  hang  in  straight  folds,  because  when 
looped  back  they  always  form  ugly  lines. 

4.  A  floral  pattern  in  curtains  may  harmonize  nicely  with  a  plaid  slip 
cover  and  a  striped  rug. 

5.  Horizontal  lines  in  the  drapery  pattern  increase  the  apparent  size 
of  the  room. 

6.  Glass  curtains  should  always  be  just  12  inches  from  the  floor,  and 
draperies  should  be  6  inches  from  the  floor. 

7.  Pale  blue  is  a  good  color  for  a  glass  curtain  in  a  small,  dark  room 
with  northern  exposure. 

8.  Either  a  plain  color  or  a  pattern  may  make  a  room  seem  smaller 
than  it  really  is. 

9.  Texture  is  an  important  factor  in  the  beauty  of  a  curtain  material. 

10.  Stylized  design  is  considered  more  interesting  and  beautiful  than 

realistic  design  for  decorative  fabrics. 
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Chapter  8 


BACKGROUNDS  TO  LIVE  WITH 


The  walls,  floor,  and  ceiling  of  a  room  constitute  the  background 
of  a  room.  These  are  the  surfaces  against  which  the  furniture  and 
other  furnishings  are  seen.  It  is  important  to  have  good  backgrounds 
so  that  the  beauty  of  furniture,  draperies,  pictures,  and  decorative 
accessories  may  not  be  lost.  A  beautiful  mahogany  chair,  lovely  in 
line  and  color,  placed  against  a  wall  covered  with  a  bold  red-and- 
green  wallpaper,  loses  much  of  its  charm  in  the  overpowering  effect 
of  the  background.  A  fine  blond-wood  table  standing  on  an  emerald- 
green  rug  loses  some  of  its  delicate  beauty.  A  ceiling  that  is  painted  a 
shiny,  glaring  blue  hangs  over  the  room,  distracting  our  attention 
from  the  attractiveness  of  the  room  below. 

The  importance  of  good  backgrounds  cannot  be  stressed  too  much. 
Poor  backgrounds  are  not  only  disagreeable  to  look  at,  but  they  also 
detract  from  the  effectiveness  of  the  other  furnishings. 

What  is  a  good  background?  What  are  the  qualities  which  make  a 
wall  a  good  background?  The  wall  is  a  vertical  support  that  helps  to 
hold  up  the  roof.  Its  characteristics  are  solidity  and  flatness.  Good 
decorative  design  in  wallpaper  will  not  destroy  the  effect  of  a  flat, 
solid  wall.  A  paper  that  displays  realistic  flowers  and  vines  rambling 
hit  or  miss  all  over  the  walls  is  not  likely  to  emphasize  flatness  or  solid¬ 
ity.  This  disorganized  effect  is  illustrated  in  the  upper  sample  of 
cretonne  shown  on  page  160. 

Floral  forms  are  also  used  in  the  design  of  the  wallpaper  shown 
at  the  left  of  the  opposite  page,  but  this  pattern  is  organized  instead 
of  confused.  The  forms  are  flat  and  stylized  producing  an  effect  of 
much  greater  character  and  interest  than  in  a  naturalistic  design. 

o  o 
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Thomas  Strahan  Company 


Left:  Handsome  and  formal  in  effect,  this  wallpaper  is  nonrealistic  and  highly 
stylized.  It  uses  the  French  medallion  motif.  Right:  This  damask  pattern,  popular 
in  Colonial  days,  is  still  well  liked.  It  is  an  excellent  selection  for  a  background 
effect. 


This  paper  adorns  the  wall  without  detracting  from  its  solidity  or 
flatness. 

The  pattern  uses  a  motif  known  as  the  French  medallion.  It  is 
formal  and  handsome  in  character,  and  is  best  suited  for  use  in  large 
rooms  furnished  in  eighteenth-century  styles.  The  original  of  this 
paper  was  found  in  a  home  in  Stonington,  Connecticut,  under  several 
other  papers  in  the  back  parlor.  You  will  be  interested  to  know  that 
the  house  was  once  occupied  by  the  famous  artist,  James  MacNeil 
Whistler,  who  painted  the  great  picture  called  “Mother.”  (See  page 
252.) 

The  wallpaper  shown  at  the  right  above  is  known  as  a  damask  pa¬ 
per,  a  type  very  popular  in  Colonial  days.  Its  name  refers  to  the  type  of 
pattern,  which  has  a  very  slight  contrast  in  values.  The  design  is  well 
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Thomas  Strahan  Company 


Left :  This  pattern  is  suitable  for  use  in  small  rooms  and  hallways.  Notice  the 
harmonious  shapes  and  relationships  among  the  different  elements  of  the  design. 
Right:  This  paper  is  an  English  toile  reproduced  for  modern  use.  The  motifs  are 
based  on  life  in  England  about  1800. 

organized,  though  not  bisymmetric  as  in  the  case  of  the  medallion 
paper  at  the  top  left  of  page  173.  The  effect  is  much  less  forceful  than 
in  the  other  paper.  The  delicate  value  contrast  creates  a  textured 
quality,  and  makes  a  good  background  for  pictures  and  other  fur¬ 
nishings. 

The  wallpaper  shown  at  the  left  above  is  copied  from  a  pattern 
found  in  an  old  Colonial  house  in  Kingston,  Massachusetts.  No  one 
knows  whether  the  paper  was  placed  on  the  wall  during  the  eight¬ 
eenth  century  or  at  a  later  time.  This  type  of  pattern  has  been  popu¬ 
lar  for  a  long  time.  It  is  called  a  diamond  or  diaper  pattern  and  ap¬ 
peals  to  many  people.  Since  it  is  a  small  pattern  it  can  be  used  in 
small  rooms.  When  printed  in  colors  which  do  not  have  such  a  de¬ 
cided  contrast  in  values,  the  effect  is  almost  like  a  textured  paper  at  a 
little  distance.  The  paper  which  is  pictured  was  printed  in  tones  of 
light  gray,  dark  red,  and  white.  Used  with  white  woodwork  in  a  small 
breakfast  room  with  a  white  dado  (wainscoting),  the  effect  is  delight¬ 
ful. 

The  wallpaper  shown  at  the  right  above  is  a  different  type.  The 
original  was  the  bottom  layer  of  papers  in  the  stairwell  of  a  beautiful 
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home  in  New  Durham,  New  Hampshire,  built  about  1800.  One  hun¬ 
dred  and  fifty  years  later  the  pattern  is  still  popular.  It  is  known  as  an 
English  toile  and  is  related  to  the  cretonne  toile  shown  on  page  161. 
This  paper  is  suitable  for  large  rooms  and  blends  with  the  Colonial 
style.  It  is  less  formal  than  the  first  wallpaper  that  we  studied. 

New  styles  in  papered  walls.  In  recent  years  it  is  no  longer  con¬ 
sidered  necessary  to  paper  all  four  walls  of  a  room  with  the  same 
wallpaper.  Three  walls  may  be  papered  with  a  plain  or  textured 
paper  and  the  fourth  wall  with  a  patterned  paper  in  matching  color 
tones.  The  large  figured  paper  on  page  173  and  the  toile  paper  on 
page  174  are  suitable  for  papering  a  fourth  wall.  This  style  of  wall¬ 
papering  often  adds  interest  to  a  room  which  might  otherwise  seem 
monotonous. 

Textures  in  wallpaper.  Plain  wallpapers  depend  for  their  beauty 
on  color  and  texture.  Some  papers  are  given  a  pleasing  texture  by  a 
fine  intermingling  of  colors.  A  paper  which  appears  to  be  a  warm 
gray  at  a  little  distance  may  prove  upon  close  examination  to  consist 
of  a  finely  gradated  mingling  of  dull  blues  and  tans.  A  paper  printed 
with  flat  gray  cannot  give  the  same  pleasing  textural  effect.  Some¬ 
times  texture  is  achieved  through  small  indistinct  patterns  which 
appear  at  little  distance  to  be  finely  modulated  color  tones.  Even 
when  a  pattern  is  fairly  distinct,  as  in  the  paper  shown  at  the  left  on 
page  173,  the  total  effect  may  be  that  of  texture  rather  than  a  defi¬ 
nitely  marked  design. 

Suggestions  for  further  study.  1.  Collect  as  many  samples  of  wall¬ 
paper  as  possible.  Dealers  are  generally  willing  to  give  away  old 
sample  books.  Odd  pieces  of  leftover  wallpaper  can  be  brought  from 
home.  Classify  the  wallpapers  according  to  the  following  types: 
realistic,  stylized,  textured.  The  decision  should  be  made  by  class 
vote  after  each  paper  is  discussed. 

2.  Try  to  find  pleasing  combinations  of  plain  and  pattern  papers 
for  a  combination  effect  in  the  same  room. 

3.  Try  hanging  pictures  on  each  piece  of  wallpaper.  Select  the 
ones  which  you  think  make  good  backgrounds  for  small  pictures 
about  eight  by  ten  feet. 

Painted  walls  as  backgrounds.  Many  walls  are  finished  with 
paint  instead  of  wallpaper.  Plain,  colored  walls  can  make  perfect 
backgrounds,  provided  the  color  tones  are  correct.  Vivid  hues,  such 
as  emerald  green,  crimson,  Chinese  red,  and  royal  purple,  do  not 
make  good  backgrounds.  Intense  color  is  more  forceful  than  neu¬ 
tralized  hues  and  is  unpleasant  when  it  presses  in  on  you  from  the 
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walls  of  the  room.  Instead  of  emerald,  use  moss  green,  aqua,  or  pastel 
tones.  Instead  of  crimson,  try  dusty  rose,  coral  or  salmon  pink. 

The  lighter  colors  make  a  room  seem  larger,  and  the  darker  tones 
brino:  the  walls  closer  together.  The  latest  trends  in  interior  design 
include  darker  color  than  has  been  customary  for  walls.  Even  though 
fashionable,  dark  walls  are  not  advisable  for  small  or  dark  rooms. 
The  dark  greens,  browns,  and  blues  are  very  effective,  however,  in 
large,  light  rooms  where  furniture  is  of  blond  wood  and  the  up¬ 
holstery  fabrics  are  light  in  color.  The  dark  background  shows  off  the 
light  colors  of  the  furnishings  with  pleasing  contrasts.  This  type  of 
color  scheme  is  shown  on  pages  179  and  347. 

Do  you  like  your  paints  shiny  or  dull?  Texture  in  paint  finishes 
is  just  as  important  as  in  wallpapers.  Some  paints  are  very  glossy, 
others  are  dull,  and  some  have  a  partial  gloss.  They  are  known  as 
high-gloss,  flat,  and  semigloss  paints.  Besides  choosing  the  color  which 
you  want,  you  must  choose  the  type  of  finish. 

Most  people  feel  that  the  high-gloss  paints  and  varnishes  are  suita¬ 
ble  for  kitchens  and  bathrooms  because  we  like  shiny  surfaces  in 
these  rooms.  Smooth,  shiny  surfaces  suggest  cleanliness,  and  are  easy 
to  wash.  In  other  rooms  the  semigloss  or  flat  finishes  are  more  pleas¬ 
ing.  High-gloss  paints  and  varnishes  reflect  the  light  in  a  very  obvious 
way.  This  texture  does  not  combine  pleasantly  with  the  textures  of 
rugs,  draperies,  and  polished  furniture. 

An  experiment  with  paints.  To  become  familiar  with  the  different 
kinds  of  paints  suitable  for  the  finish  of  walls  and  woodwork,  it  is 
necessary  to  experiment  with  the  actual  paints.  Secure  different 
kinds  of  paints,  including  enamel,  flat  paint,  and  calcimine.  These 
can  be  bought  in  small  quantities  for  the  purpose  of  experimenta¬ 
tion.  Paint  an  area  of  about  two  feet  square  on  a  wooden  board  or 
on  a  piece  of  composition  board  with  each  kind  of  paint  which 
you  are  able  to  secure.  After  these  are  dry,  set  them  up  and  inspect 
them  for  their  relative  merits  as  to  pleasing  quality. 

The  ceiling  is  a  background.  Although  we  do  not  see  furniture 
or  pictures  with  the  ceiling  immediately  behind  them,  the  ceiling  is 
really  part  of  the  background.  Think  of  the  room  as  a  big  box  in 
which  the  furnishings  are  placed.  The  bottom,  top,  and  sides  of  the 
box  are  continuous  surfaces  lining  the  inside  of  the  box. 

Ceilings  are  above  our  heads,  and  we  do  not  feel  comfortable  if 
they  seem  about  to  fall.  If  they  are  too  dark  in  value,  too  intense  in 
color,  or  are  covered  with  a  bold  and  striking  pattern,  the  feeling  of 
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too  great  weight  is  produced.  Rooms  with  heavy  beamed  ceilings 
often  give  this  impression.  A  good  rule  is  to  make  the  ceiling  lighter 
in  value  than  the  walls  and  to  give  it  a  color  that  tones  in  with  the 
dominant  color  of  the  room. 

There  is  an  exception  to  the  rule  under  certain  conditions,  how¬ 
ever.  A  room  with  a  very  high  ceiling  in  a  darker  tone  than  the  walls 
will  give  the  effect  of  lowering  the  ceiling.  Of  course,  you  would  not 
choose  a  tone  so  dark  that  it  is  heavy  in  effect.  Suppose  that  you  are 
using  pale  maize-yellow  for  three  walls  of  a  room  with  a  high  ceiling 
and  a  deep  aqua  on  the  fourth  wall.  The  aqua  tone  used  on  the 
ceiling  will  help  to  “lower”  the  ceiling. 

The  choice  of  a  wallpaper  for  the  ceiling  is  a  special  problem. 
Many  people  prefer  to  have  the  walls  and  ceiling  covered  with  the 
same  paper.  Of  course,  this  requires  a  wallpaper  pattern  that  looks 
well  upon  the  ceiling.  A  different  paper  on  the  ceiling  requires  a 
molding  or  border  around  the  edge  in  order  to  make  a  good  finish 
for  the  top  of  the  walls.  Often  the  wallpaper  borders  which  match 
the  paper  are  very  ugly.  Some  people  solve  this  problem  by  using  a 
narrow  wooden  molding  around  the  top  of  the  room.  If  you  are 
using  a  striped  paper,  you  can  use  a  stripe  cut  from  the  paper  for  a 
finishing  border. 

A  special  problem  in  wallpapering  has  to  be  solved  in  rooms  with 
sloping  ceilings.  The  most  successful  treatment  is  to  use  the  same 
paper  on  walls  and  ceiling.  This  makes  it  necessary  to  choose  a  paper 
which  is  simple  in  design,  such  as  that  shown  in  the  cottage  bedroom 
on  page  178. 

How  should  woodwork  be  treated?  The  woodwork,  or  trim,  as  it 
is  sometimes  called,  is  part  of  the  wall  and  for  that  reason  should  be 
considered  as  part  of  the  background.  The  most  successful  treatment 
is  to  keep  the  color  of  the  woodwork  the  same  or  very  close  to  the 
same  as  that  of  the  walls.  When  paint  is  used  for  the  walls,  it  is  a 
good  idea  to  use  the  same  color  for  painting  the  woodwork.  When 
the  walls  are  papered  with  a  plain  color,  the  woodwork  can  be 
painted  to  blend  in  with  the  color  of  the  paper. 

Ivory  or  white  woodwork  has  been  popular  since  Colonial  days. 
These  tones  are  very  satisfactory  for  combining  with  various  colors. 
The  white  woodwork  in  the  room  shown  on  page  179  combines 
pleasantly  with  the  blue  wall  to  create  a  delightful  effect.  The  white 
frames  on  the  pictures,  the  white  curtains,  and  the  white  flowerpots 
echo  the  larger  white  area  of  the  built-in  cabinet.  The  blue  of  the 
wall  is  echoed  in  the  blue  linoleum.  Thus  the  furnishings  of  the 
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Ponderosa  Pine  Woodwork 


Wallpaper  with  a  simple  allover  design  is  best  for  roo?ns  zvith  sloping  ceilings. 
Notice  the  storage  spaces  and  the  dressing  table  built  mto  the  end  of  this  cottage 
bedroom. 


room  are  seen  against  a  very  charming  blue-and-white  background. 

The  fireplace  wall  in  the  room  shown  on  page  180  is  wood  paneling 
painted  light  ivory.  It  combines  pleasantly  with  the  wallpaper  used 
on  the  other  three  walls.  The  ivory  tone  blends  beautifully  with  the 
greens,  yellows,  and  browns  of  the  other  furnishings.  The  polished 
brass  of  the  fireplace  accessories  accents  the  color  scheme. 

Painted  woodwork  is  generally  more  satisfactory  than  natural  wood 
stained  and  varnished.  Stained  woodwork  has  a  way  of  standing  out 
boldly  and  seeming  cheap  and  ugly.  Dark  rectangles  of  doorways 
and  window  frames  cut  up  the  walls  and  often  create  a  disagreeable 
background. 


Suggestions  for  further  study.  1.  Do  you  prefer  papered  or  painted 
walls?  What  are  the  practical  considerations  in  caring  for  each  type? 
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Congoleum-Nairn,  Inc. 


White  woodwork  with  blue  walls  and  floor  forms  the  background  for  this  charm¬ 
ing  room. 

2.  Would  you  like  to  change  the  background  of  your  own  room? 
If  so,  how  would  you  do  it?  Why? 

3.  What  is  your  opinion  of  the  color  of  the  walls  in  your  class¬ 
room? 
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Arkansas  Soft  Pine  Bureau 

A  beautiful  paneled  wall.  Notice  the  fine  proportions  in  the  mantel  and  in  the 
panels. 


Wood  paneling  for  wall  finishes.  Instead  of  having  papered  or 
painted  plaster  walls,  many  modern  homes  are  paneled  in  wood.  This 
is  a  revival  of  historic  styles.  During  the  eighteenth  century,  homes 
in  both  America  and  England  had  rooms  which  were  completely  or 
partially  paneled.  Those  who  have  visited  Mount  Vernon;  Carter’s 
Grove  in  James  City  County,  Virginia;  the  Jeremiah  Lee  Mansion, 
Marblehead,  Massachusetts;  or  other  old  Colonial  houses  have  seen 
some  of  this  beautiful  paneling. 

In  the  homes  that  are  built  today,  wood  paneling  has  been  adapted 
to  smaller  rooms  and  a  more  informal  way  of  life  than  was  character¬ 
istic  of  the  great  house  of  the  Colonial  era.  Knotty  pine  is  especially 
popular  for  wall  paneling.  The  dining  room  shown  on  page  182  and 
the  bedroom  shown  on  page  183  are  finished  in  knotty  pine.  Notice 
how  well  it  remains  in  the  background.  Good  pine  paneling  has  a 
pleasing  effect  with  its  mellow  brown  tones  and  its  dark  knots  which 
provide  an  agreeable  variation  in  texture.  Notice  how  well  the 
built-in  corner  cupboard  fits  into  the  background.  It  is  desirable  that 
all  built-in  features  should  stay  in  the  background  and  yet  add  in- 
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terest  to  the  room.  The  small  dining  table  with  its  bowl  of  flowers 
and  Windsor  chairs  blends  perfectly  with  the  pine  paneling  to  make 
a  charming  effect.  Certainly,  knotty  pine  is  a  background  to  live  with. 

The  bedroom  shown  on  page  183  appeals  to  those  who  like  their 
rooms  quiet  and  restful.  The  background  plays  an  important  part  in 
securing  this  effect.  The  plain  textured  rug,  the  paneled  wall,  and 
the  simple  pattern  of  exposed  rafters  combine  to  create  an  atmos¬ 
phere  of  dignity  and  serenity. 

The  pine-paneled  living  room  in  the  illustration  on  page  184  has  a 
quiet  elegance.  Would  you  not  like  to  sit  by  the  fire  in  this  room 
watching  the  flickering  shadows  and  dancing  flames?  Raised  moldings 
underneath  the  mantel  and  around  the  cornice  add  a  touch  of  orna¬ 
mentation.  Pine-faced  beams  on  the  ceiling  also  add  to  the  charm  of 
the  room.  This  effect  is  more  suggestive  of  the  historic  interiors  of 
the  past  than  the  effect  of  the  dining  room  or  bedroom  which  we  just 
discussed.  It  is  not  nearly  so  elaborate,  however,  as  some  of  the  old 
rooms  with  fluted  pilasters,  arched  doorways,  and  mantels  with  super¬ 
structures. 

Plywood  paneling  for  wall  finishes.  Plywood  paneling  is  a  new 
type  of  wall  finish  developed  in  modern  times,  ft  provides  a  beautiful 
finish  and  is  cheaper  to  install  than  solid  wood  paneling.  Plywood  is 
made  by  veneering  a  hardwood  onto  a  cheaper  wood,  ft  is  produced 
in  mahogany,  maple,  walnut,  birch,  and  other  fine  woods.  The  ply¬ 
wood  comes  in  large  panels  of  various  sizes  and  thicknesses.  Thus, 
wood  paneling  is  available  for  many  homes  where  solid  wood  is  pro¬ 
hibited  because  of  the  greater  expense. 

The  hallway  and  stairwell  shown  on  page  185  have  walls  and  ceil¬ 
ings  finished  in  plywood.  Notice  the  small,  rounded  moldings  which 
finish  the  corners  where  edges  of  plywood  panels  meet.  The  effect  is 
different  from  the  traditional-style  paneling,  but  it  is  also  beautiful, 
its  smooth,  unbroken  surfaces  are  characteristic  of  effects  in  modern 
design. 

The  design  of  the  stairway  is  worth  studying.  Notice  the  slight 
curve  at  the  top  and  at  the  bottom,  and  the  interesting  curve  of  the 
handrail.  The  tall  stair-well  window  has  been  left  uncurtained.  Glass 
shelves  with  pots  of  trailing  ivy  and  other  plants  add  a  decorative 
touch. 

Another  effect  in  plywood  paneling  is  shown  on  page  187.  The 
wood,  which  is  birch,  has  a  beautiful,  satin  finish  and  solt,  mellow 
color  which  make  a  splendid  background  for  the  furniture,  draperies, 
and  pictures. 
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This  small  dining  room  with  knotty-pine  paneling  has  quaint  charm. 


The  picture  on  page  186  shows  some  plywood  paneling  being  in¬ 
stalled  over  an  old  papered  wall.  One  of  the  advantages  of  plywood 
paneling  is  the  ease  with  which  it  can  be  put  up  either  on  new  walls 
or  over  old  walls. 

Backgrounds  of  man-made  boards.  Modern  science  has  found  a 
way  to  make  building  boards  from  wood  fibers,  sawdust,  and  other 
materials.  These  are  sometimes  called  composition  boards  and  are 
sold  under  various  trade  names.  Their  cost  is  less  than  for  wooden 
boards,  and  so  we  have  an  economical  type  of  material  for  finishing 
walls  and  ceilings.  The  room  illustrated  on  page  188  has  walls  made 
from  one  of  these  synthetic  materials.  In  this  case  the  paneling  is  put 
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Western  Pine  Association 

The  pleasing  quality  of  this  bedroom  depends  chiefly  on  the  simplicity  and 
charm  of  floor,  walls,  and  ceiling. 


on  in  horizontal  strips  which  create  a  horizontal  line  movement.  It  is 
a  good  background  for  modern-style  furnishings. 

In  the  room  shown  on  page  189,  synthetic-board  panels  have  been 
used  to  create  an  opposite  effect.  Here  the  line  movement  is  vertical 
rather  than  horizontal.  It  increases  the  height  of  the  room.  On  page 
188,  the  horizontal  lines  increase  the  width  of  the  room.  The  hori¬ 
zontal  feeling  is  characteristic  of  the  modern  style,  and  the  vertical 
movement  is  in  keeping  with  traditional  styles. 

In  the  modern  living  room  on  page  190  composition-board  panels 
were  used  to  finish  the  sloping  ceiling.  Narrow,  flat  strips,  called 
batten  strips,  are  used  to  cover  the  ends  of  the  boards  where  they 
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Western  Pine  Association 


Knotty  pine 


is  used  for  the  walls  in 


this  beautiful  living  room. 
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United  States  Plywood  Corporation 


The  stairwell  and  hall  in  this  illustration  are  finished  in  plywood  paneling. 
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United  States  Plywood  Corporation 

Plywood  paneling  is  easily  installed  over  old  plaster  ivalls. 

meet.  This  results  in  a  kind  of  plaid  pattern  which  breaks  up  the 
lame  ceiling  area. 

Color  is  important.  Color  is  very  important  in  securing  a  pleas¬ 
ing  background  effect.  If  the  color  of  the  walls  is  too  intense,  for 
example,  “electric”  blue,  the  walls  are  no  longer  a  good  background. 
If  the  color  is  too  grayish,  the  effect  may  be  dull  and  monotonous. 
The  blue  tone  used  for  the  walls  in  the  room  shown  on  the  opposite 
page  is  well  chosen.  It  is  an  interesting  color  yet  neither  so  bright  as 
to  be  distracting  nor  so  dull  as  to  be  uninteresting.  Since  this  room 
received  plenty  of  sunlight,  the  coolness  of  the  blue  was  a  happy 
selection. 

The  hall  which  can  be  seen  through  the  doorway  at  the  left  is  pa¬ 
pered  in  yellow  because  it  is  small  and  dark. 

The  basic  color  scheme  is  a  triad — red,  yellow,  and  blue, — but  if 
you  think  of  it  as  pale  blue,  dusty  pink,  and  primrose  yellow  it  may 
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United  States  Plywood  Corporation 


Birch  plywood  paneling  makes  a  delightful  background. 
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The  Insulite  Co. 

Good  backgrounds  are  created  by  the  use  of  synthetic  wall  materials.  The  hori¬ 
zontal  paneling  gives  the  illusion  of  extra  space. 
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Nu-Wood  Interior — Wood  Conversion  Company 


This  attractive  traditional  room  has  a  composition 
how  the  vertical  paneling  adds  height  to  the  room. 


board  background.  Notice 


189 


•  Igi? 

c  •  -  rrTg 

,  .V*  <*«,. 

was  mmmrnm&  ay  1®/®^  SSlffiai  Mpigptt 

■«  <  £  i 

,v  $  "■  -  &  w®  -  *  •-;  v'y^- 

«  ■<  ,.  <-  w  x-  &%$&>  v  : 

x  '  •"/'  '  ;  -%  \‘^m 

:'Wv  •  -.'  '•  :■•-■■:■•>-:>-:  •:• 

»  -y  v&$^  3S8&S&  ^  ■  s  -■  -■■■■  o 

*t&&  *9&&  #*&  jSvs88>  SjS8£  ^  v:.-><5.  &✓-..  _, 

iS^g^Mt^WiagalgS^fflMl^  .fs-A  Sara;...  ’  -* 

pMm  ^IKHnSSiHl  v  ■M^.y  i  i&L; 

'  ^  lioH  33$«raM  $$ 


Nu-Wood  Interior — Wood  Conversion  Company 


77ze  ceiling  of  this  modern  living  room  is  finished  with  panels  of  composition 
board. 


( Continued  from  page  186 ) 

seem  more  charming.  The  furnishings  were  planned  by  a  young 
couple  who  could  not  afford  to  spend  much  money.  Through  clever 
planning  and  a  good  choice  of  color  they  managed  to  achieve  a 
pleasant  and  livable  home.  They  say  that  color  provides  90  per  cent 
of  the  effect  and  that  it  cost  nothing  extra! 

New  kinds  of  walls.  Twentieth-century  styles  in  house  design  in¬ 
clude  several  new  kinds  of  walls.  New  types  of  materials  have  been 
made  and  old  materials  are  used  in  new  ways. 
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The  Dow  Chemical  Company 

Plastic  tile  in  lovely  colors  provides  new,  gleaming  beauty  for  kitchen  and  bath 


room  walls. 

Plastic  tiles  for  bathroom  and  kitchen  walls  provide  exciting  new 
beauty.  These  tiles,  as  shown  in  the  bathroom  above,  have  a  mar- 
bleized  or  mottled  texture  and  come  in  a  wide  range  of  pretty  co  ois. 
They  are  smooth  as  glass  and  easy  to  keep  clean.  Splashing  water 
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Libbey-Owens-Ford  Glass  Company 


Patterned  glass  provides  a  beautiful ,  sparkling  background  and  lets  light  through 
into  dark  corners. 


does  not  mar  them.  Once  more  we  find  that  beauty  and  utility  go 
hand  in  hand. 

Another  new  type  of  material  used  for  modern  backgrounds  is 
patterned  glass.  It  is  particularly  useful  in  dark  rooms.  The  glass 
partition  shown  above  takes  light  from  the  kitchen  to  the  dining 
room  and  at  the  same  time  provides  a  sparkling,  gleaming  back- 
mound.  It  is  sometimes  used  as  walls  for  the  shower  bath  or  as  a 

o 

partial  screen  between  entry  and  living  room.  Panels,  partitions,  or 
entire  walls  are  made  from  patterned  glass.  It  has  the  advantage  of 
enduring  beauty,  is  easily  kept  clean,  and  never  needs  painting  or 
polishing.  Again  we  find  that  beauty  and  utility  are  partners. 

We  have  already  discussed  the  use  of  curtains  for  wall  coverings, 
but  a  discussion  of  backgrounds  should  include  floor-to-ceiling^  cur- 

O  o 

tains.  The  picture  on  the  opposite  page  shows  some  very  beautiful 
window  curtains  which  become  a  wonderful  background  when  they 
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Floor-to-ceiling  draperies  in  beautiful  fabrics  make  an  attractive  background 
when  drawn. 


Celanese  Corporation  of  America 


are  pulled  at  night.  It  is  interesting  to  know  that  these  curtains  are 
made  from  Celanese,  a  kind  of  rayon  which  is  one  of  the  new  twenti¬ 
eth-century  materials. 

Another  invention  of  the  twentieth  century  is  the  modern  folding 
door  which  is  a  space  saver  and  provides  an  attractive  background 
when  closed.  This  type  of  door  is  shown  in  the  picture  on  page  194. 
As  you  can  see,  the  door  folds  upon  itself  in  an  accordion-like  way. 
It  slides  on  a  track  installed  across  the  top  of  the  doorway.  The  doors 
are  covered  with  a  plastic  material  which  is  easily  cleaned. 

In  this  interior  the  folding  doors  can  be  pulled  across  the  wide 
opening  between  the  kitchen  and  breakfast  nook,  hiding  the  kitchen 
and  providing  a  pleasant  background.  These  folding  doors  require 
no  space  for  swinging  out  into  the  room,  and  are  particularly  use¬ 
ful  in  small  rooms  and  hallways.  Closet  doors  often  open  out  in 
such  a  way  that  they  interfere  with  the  placing  of  furniture,  but  fold- 
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Modernfold  Doors,  Newcastle  Products;  photograph  courtesy  Armstrong  Cork  Company 

Modern  folding  doors  are  space  savers  a?id  provide  a  pleasing  background  when 
they  are  drawn  shut. 


ing  doors  require  no  room  at  all.  These  doors  are  obtainable  in  a 
wide  range  of  colors  and  can  be  selected  to  blend  with  any  color 
scheme. 

Brick  walls  outside  the  house  are  an  old  story,  but  brick  walls  for 
interior  finishes  are  new.  This  is  the  case  of  a  new  use  for  an  old 
material.  The  rooms  illustrated  on  pages  12,  75,  and  78  show  how 
beautifully  a  brick  wall  can  serve  as  an  interior  finish. 

Suggestions  for  further  study.  1.  What  wall  finish  would  you 
like  for  your  own  bedroom?  For  your  living  room  of  the  future? 
Discuss  points  of  beauty  and  utility  in  these  finishes. 

2.  Collect  pictures  of  historic  rooms.  Study  the  backgrounds.  Do 
you  know  any  modern  rooms  which  seem  to  be  related  to  historic 
styles? 

3.  Collect  pictures  of  modern  rooms  and  arrange  an  exhibition 
of  them.  Be  prepared  to  discuss  the  beauty  and  practical  considera¬ 
tions  for  each  type  of  background. 
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Bigelow-Sanford  Carpet  Company,  Inc. 


The  “tweedy”  texture  of  this  carpet  blends  delightfully  with  the  stone  fireplace , 
paneled  walls,  and  upholstery. 


The  floor  is  part  of  the  background.  Along  with  the  walls  and 
ceiling,  the  floor  must  be  treated  as  a  background.  Its  special  function 
in  the  decorating  scheme  is  to  co-ordinate  all  the  elements  in  the 
decorating  scheme.  The  floor  covering  may  serve  as  a  foundation  for 
all  the  decorative  elements.  Much  of  the  furniture  is  seen  against  the 
floor.  If  the  floor  covering  blends  in  color,  texture,  and  pattern  with 
all  these  elements,  it  has  a  harmonizing  effect.  For  example,  the 
carpeting  in  the  room  shown  above  blends  beautifully  with  the  stone 
fireplace,  the  wood  paneling  on  the  walls,  and  the  modern  furniture. 
It  has  a  “tweedy”  texture  of  blended  tones  of  orange,  brown,  and 
gray-blue.  These  tones  are  echoed  in  the  gray  stone  of  the  fireplace, 
the  brown  sheen  of  the  wood  paneling,  and  the  blond  wood  and 
orange  upholstery  of  the  furniture.  The  texture  seems  just  right  for 
holding  together  harmoniously  the  roughness  of  the  stone,  the 
ribbed  texture  of  the  upholstering  materials,  and  the  smoothness  of 
the  woods. 
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Pine  Association 


Charming  simplicity  of  materials  and  design 


make  this  room  beautiful. 
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The  floor  covering  can  create  an  effect  of  space.  Plain,  one- 
color,  room-size  rugs  or  over-all  carpeting  creates  an  effect  of  greater 
space  and  restfulness. 

In  rooms  where  the  rug  shows  a  foot  or  so  of  floor  around  its  edges 
the  effect  of  space  is  lessened.  This  happens  because  the  eye  is  in¬ 
terrupted  in  its  movement  before  it  reaches  the  wall.  When  the  rug 
also  has  a  definite  pattern,  there  seems  to  be  still  less  space.  When  you 
are  choosing  a  floor  covering,  decide  whether  you  wish  to  create  a 
feeling  of  greater  space,  or  to  have  the  effect  of  smaller  and  cozier 
areas.  This  is  a  matter  of  personal  preference. 

Modern  rugs  have  varied  textures.  A  plain  rug  depends  on  color 
and  texture  for  its  interest.  The  choice  of  color  should  always  be 
guided  by  suitability  for  a  background.  A  brilliant  blue  which  seems 
to  “jump  up”  at  you  as  you  enter  the  room  does  not  make  a  good 
background  because  it  is  too  intense.  On  the  other  hand,  the  color 
should  not  be  so  dull  and  neutralized  that  it  has  no  life. 

Many  new  types  of  texture  have  been  developed  in  recent  years. 
Tweedy  textures,  such  as  is  shown  on  page  195;  soft,  fluffy  textures, 
shown  on  page  117;  deep,  shaggy  textures,  as  on  the  opposite  page; 
and  shorter,  shaggy  types.  Another  type  known  as  sculptured  or 
carved  shows  the  design  in  a  raised  pattern  against  a  lower  back¬ 
ground  of  the  same  color. 

Harmony  in  backgrounds.  The  small  room,  a  den,  shown  on  page 
196,  is  beautifully  harmonious  in  its  background  areas.  The  lustrous, 
painted  paneling  of  the  walls  makes  a  perfect  background  for  the 
ship  painting  and  the  fireplace.  The  doors  on  either  side  of  the  fire¬ 
place  are  cut  into  the  paneling  with  no  disfigurement  of  the  lovely 
surface.  The  books  on  their  shelves  also  serve  as  background  and 
quietly  add  a  bit  of  interest.  The  plain  plaster  ceiling  is  completely 
unobtrusive.  The  floor  with  its  shaggy  rug  contrasts  pleasantly  with 
the  other  surfaces.  What  more  could  one  wish  in  the  room  where 
one  intends  to  read,  study,  or  think? 

Bare  floors  and  small  rugs.  Hardwood  floors  are  beautiful,  and 
some  people  feel  that  a  fine  floor  needs  no  rug  at  all  but  should  be 
enjoyed  at  its  best.  Other  people  feel  that  a  few  small  rugs  provide 
more  comfortable  walking  but  also  show  off  the  beauty  of  the  floor¬ 
ing.  The  large  room  in  the  illustration  on  the  next  page  has  a  fine  floor 
and  is  only  partially  covered  by  the  lovely  hooked  rugs.  Notice  the 
placing  of  the  rugs,  which  is  in  harmony  with  the  lines  of  the  room. 
Since  this  is  a  large  room  we  need  not  feel  that  the  broken  floor  area 
interferes  too  greatly  with  the  feeling  of  space. 

Linoleum  goes  anywhere  in  the  house.  Once  upon  a  time  lino¬ 
leum  belonged  strictly  to  kitchens  and  bathrooms,  but  now,  because 
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Arkansas  Soft  Pine  Bureau 

The  rugs  in  this  room  have  been  wisely  chosen  and  carefully  placed. 

of  its  beauty  and  suitability,  it  is  welcome  in  any  room  in  the  house. 
A  great  variety  of  pleasing  effects  can  be  secured  with  linoleum  floor 
covering.  By  this  means  it  is  possible  to  have  almost  any  color  that 
you  like  for  your  floor.  The  stairway,  hall  floor,  and  living-room  floor 
in  the  picture  on  the  opposite  page  are  soft  green.  The  marbleized 
texture  contrasts  pleasantly  with  the  plain  border,  and  the  white 
strip  around  the  edge  of  the  border  repeats  the  white  of  the  stair 
spindles,  doors,  and  other  woodwork  in  an  interesting  way. 

The  ease  of  cleaning  and  taking  care  of  linoleum  floors  is  an  im¬ 
portant  feature  and  adds  to  their  desirability.  The  lustrous  sheen  of 
well-polished  linoleum  adds  to  the  appeal  of  this  type  of  floor  cover¬ 
ing. 
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Congoleum-Nairn,  Inc 


Linoleum  makes  a  beautiful  floor  for  any  room  in  the  house. 


Other  types  of  modern  floors.  Asphalt  tile,  rubber  tile,  and 
flagstone  are  used  for  the  floors  in  many  contemporary  houses.  The 
bathroom  shown  on  page  55  has  an  attractive  asphalt  tile  floor. 
Other  tile  floors  are  seen  in  the  rooms  on  pages  73,  78,  and  165. 
Pleasing  designs  and  colors  are  obtainable  in  both  asphalt  and  rubber 
tile.  Some  people  prefer  the  rubber  tile  for  greater  comfort  in  walk¬ 
ing  and  standing  on  the  floor. 

Flagstone  is  a  natural  rock  and  therefore  a  hard  and  durable  sub¬ 
stance.  Many  entrance  halls,  recreation  rooms,  and  dining  rooms  are 
finished  with  flagstone  floors. 

Patterns  in  floor  coverings.  Rugs,  carpets,  linoleum,  and  tile 
floors  are  made  in  a  variety  of  patterns.  The  problem  in  selection  is 
similar  to  that  in  the  choice  of  wallpaper. 

Remembering  that  a  floor  should  seem  flat  and  smooth  and  stay 
in  its  place,  which  of  the  linoleums  shown  on  the  next  page  seem  the 
best  selections  for  an  average-sized  kitchen?  Which  pattern,  A  or  B,  do 
you  feel  would  keep  the  floor  as  a  good  background?  Patterns  C  and 
D  are  similar  in  color  and  effect  except  for  the  black  lines  in  D.  Do 
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The  Armstrong  Cork  Co. 

Some  linoleum  patterns  make  better  backgrounds  than  others.  A  and  C  are  better 
backgrounds  than  B  and  D,  because  they  are  not  so  forceful. 


you  consider  these  lines  an  improvement?  All  of  these  linoleum  pat¬ 
terns  have  good  design  quality.  There  are  no  naturalistic  pictures  of 
flowers  and  foliage.  But  the  discriminating  person  will  find  A  and  C 
more  pleasing  for  use  as  floor  coverings. 


Nahigian  Bros.,  Inc.,  Chicago 

An  Oriental  rug  ivith  harmonious,  well-related  design. 


Further  study  of  the  floor  as  a  good  background.  1.  Find  two 
pictures  of  linoleum,  one  showing  a  good  and  one  a  poor  back¬ 
ground.  Give  the  reasons  for  your  selection. 

2.  Cut  two  pictures  from  magazines,  one  illustrating  a  good  and 
one  a  poor  background.  Write  the  reasons  for  your  selection. 

3.  Collect  live  samples  of  colored  cloth  or  paper  that  would  make 
good  colors  for  plain  rugs. 
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4.  Find  in  catalogues  and  magazines  pictures  of  rugs  showing  pat¬ 
terns.  Exhibit  these  during  your  class  time  and  decide  by  class  vote 
which  ones  would  make  the  best  backgrounds. 

5.  Arrange  a  time  and  place  when  the  class  can  discuss  some  real 
rugs.  There  may  be  rugs  in  the  school  building,  small  rugs  can  be 
carried  to  school,  or  a  visit  can  be  made  to  a  store. 

We  need  the  principles  of  design  for  help  in  selecting  good  rug 
patterns.  We  know  that  harmony  and  a  unified  effect  are  important. 
The  Oriental  rug  shown  on  page  201  is  a  good  example  of  harmoni¬ 
ous  and  unified  design.  The  eye  travels  smoothly  over  the  surface  of 
the  rug.  There  are  many  beautiful  patterns  in  Oriental  rugs,  but 
some  patterns  are  not  pleasing.  True  Orientals  are  very  expensive, 
but  this  does  not  guarantee  beauty  of  design. 

Since  early  Colonial  times  hooked  rugs  have  been  used  in  American 
homes.  Many  homemakers  enjoy  making  them  from  yarn  or  from 
strips  of  cloth  cut  from  discarded  clothing.  Whether  these  rugs  will 
measure  up  to  the  standard  for  art  quality  depends  chiefly  upon  the 
choice  of  a  pattern  and  the  combination  of  colors.  Some  designs  for 
hooked  rugs  are  shown  on  the  opposite  page.  Each  has  the  delightful 
charm  which  belongs  to  good  hooked  rugs. 

The  first  one  is  a  nice  example  of  an  old  hooked  rug.  The  pattern 
is  thoroughly  conventionalized  and  fits  the  shape  of  the  rug.  There  is 
an  interesting  combination  of  light  and  dark  in  the  rug.  This  type  of 
rug  is  well  chosen  when  we  need  a  spot  of  interest,  but  it  does  not 
make  a  good  background.  The  second  rug  is  also  a  good  example  of 
pleasing  design.  It  is  less  forceful  than  the  first  rug  but  is  no  less  satis¬ 
factory.  The  floral  pattern  fits  into  the  rectangular  shape  in  a  very 
pleasing  manner.  We  have  no  feeling  that  the  flowers  are  realistic. 
The  whole  effect  is  quaint  and  charming. 

Choosing  the  right  rug.  Following  is  a  summary  of  the  points  ex¬ 
pressed  in  the  discussion  of  rugs.  If  you  remember  these  points  when 
you  select  a  rug,  they  should  help  you  to  make  a  wise  choice. 

1.  The  color  of  the  rug  should  blend  with  the  other  colors  in  the 
room.  The  color  should  also  be  dark  enough  and  dull  enough  so  that 
the  rug  does  not  “jump  up”  off  the  floor. 

2.  Design  in  a  figured  rug  should  be  harmonious  and  interesting. 

3.  A  large  figured  rug  which  covers  most  of  the  floor  should  have 
a  quiet  and  inconspicuous  pattern  in  order  to  make  a  good  back¬ 
ground. 

4.  A  small  figured  rug  may  be  used  as  an  accent  in  front  of  a  fire¬ 
place,  desk,  or  other  piece  of  furniture. 
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Two  beautiful  hooked  rugs  from  early  American  homes. 


5.  A  figured  rug  should  not  be  chosen  for  a  room  in  which  many 
of  the  other  furnishings  are  also  figured. 

6.  The  texture  of  the  rug  should  be  pleasing  and  should  harmo¬ 
nize  in  character  with  the  other  furnishings  in  the  room. 

7.  One  large  rug  will  make  the  room  appear  larger.  It  should  ex¬ 
tend  to  within  six  to  twelve  inches  of  the  wall.  This  also  helps  the 
room  to  appear  unified.  It  “holds  the  room  together.” 

8.  Several  small  rugs  will  make  a  room  appear  smaller. 

A  TEST  ON  THIS  CHAPTER 

I.  You  should  be  able  to  make  a  list  of  ten  standards  by  which  to  judge 
the  background  of  a  room.  They  should  be  of  the  same  type  as  those  listed 
on  pages  47  and  117. 
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II.  Plan  the  background  which  you  think  would  be  ideal  for  your  own 
room  at  home.  Collect  samples  of  real  materials  if  possible  or  pictures 
showing  what  you  would  use  for  floors,  rugs,  walls,  and  ceiling.  This  will 
be  a  test  of  what  you  have  learned  in  this  and  previous  units  of  study. 
You  should  be  able  to  plan  the  background  of  your  room  so  that  the 
colors  are  right  and  the  values  in  the  proper  relation  to  one  another; 
to  choose  the  right  kind  of  wallpaper;  and  to  change  any  bad  proportions. 
Make  a  drawing  of  one  wall  in  your  room  and  color  it  according  to  the 
samples  which  you  collect. 

III.  If  you  have  thoroughly  mastered  the  contents  of  this  chapter  you 
should  be  able  to  do  the  following  exercise  without  difficulty.  This  should 
be  a  class  exercise  for  which  only  twenty  minutes  should  be  allowed. 

IV.  What  is  wrong  (if  anything)  in  each  of  the  following  cases? 

1.  Sand-colored  walls,  ivory  woodwork,  green  and  rust  predominating 
in  cretonne  draperies,  red  mahogany  furniture,  green  upholstering  mate¬ 
rial,  and  a  blue-and-gold  Chinese  rug. 

2.  A  child’s  nursery  with  pale  yellow  walls,  red-and-blue  draperies,  blue 
furniture,  toy  shelves  and  bookshelves  painted  yellow  with  red  edges,  and 
a  green-and-white  rag  rug. 

3.  A  child’s  bedroom  in  a  monochromatic  harmony  in  tones  of  green — 
delicate  green  walls,  white  woodwork,  furniture  a  darker  moss  green, 
curtains  and  bedspread  in  chintz  with  tones  of  bright  green,  black,  and 
white,  the  floor  covered  with  broadloom  carpeting  in  a  brilliant  emerald 
green. 

4.  An  early  Colonial  dining  room,  sand-colored  walls,  blue-and-rose 
cretonne  draperies,  red  mahogany  furniture,  hooked  rugs  in  blue,  rose, 
and  gray  with  accents  of  black. 

5.  A  Colonial  bedroom  with  a  figured  Colonial  wallpaper,  maple  furni¬ 
ture,  chintz  draperies,  chintz-covered  chair  and  chintz  bedspread,  hooked 
rugs  with  bold  patterns. 

6.  A  small  living  room  with  damask  draperies,  plain  walls,  tapestry- 
covered  chairs  and  davenport,  several  small  Oriental  rugs. 

7.  A  living  room  with  maple  furniture,  cretonne  draperies,  chintz-cov¬ 
ered  chairs  and  davenport,  floor  carpeted  with  broadloom,  a  hooked  rug 
in  front  of  the  fireplace  and  an  Oriental  rug  in  front  of  the  davenport. 

V.  Your  teacher  will  hang  fifteen  pictures  of  rugs  with  patterns  where 
the  class  can  see  them  and  give  each  picture  a  number.  You  will  judge  the 
rugs  for  the  quality  of  their  design,  rating  them  good,  medium,  or  poor. 
Make  a  list  of  the  numbers  of  the  rugs  which  you  will  put  into  each  group. 
Each  student  should  work  individually  and  without  consulting  her  class¬ 
mates.  After  the  judging  is  completed,  compare  your  lists  to  see  how  well 
the  members  of  the  class  agreed. 
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Chapter  9 


FURNITURE  FOR  EVERYDAY  LIVING 


hen  you  buy  furniture,  think  well  about  the  service  and  pleas- 


V  V  ure  that  it  will  give  in  the  everyday  life  of  your  home.  Every 
piece  should  be  selected  to  fill  a  specific  need.  In  addition  to  its  use¬ 
ful  qualities,  every  piece  of  furniture  should  be  beautiful  in  design, 
color,  and  finish — something  that  is  a  joy  to  look  at  any  day  in  the 
year.  Other  points  for  consideration  are  durability,  ease  with  which  it 
can  be  cared  for,  and  its  suitability  for  the  room  where  it  will  be 
placed. 

As  always,  utilitarian  values  and  beauty  of  appearance  are  partners. 
Let  us  first  consider  some  points  in  pleasing  effect. 

Look  for  good  lines.  Lines  and  shapes  are  just  as  important  in  fur¬ 
niture  as  in  lamps  or  china.  Rhythmic  repetition  of  similar  lines  and 
easy  transition  from  one  line  to  another  create  a  harmonious  design  in 
furniture.  This  point  is  illustrated  in  the  two  chairs  shown  on  page 
206.  Both  these  chairs  are  patterned  after  historic  styles.  The  chair 
at  the  right  is  called  Windsor  and  the  other,  ladderback.  In  both  de¬ 
signs  there  is  a  pleasant  rhythmic  repetition  of  lines  and  shapes. 

In  the  Windsor  chair  the  curved  lines  in  the  top  of  the  back  and 
the  seat  repeat  each  other.  The  slant  of  the  legs,  the  arms,  and  the 
back  also  repeat  each  other,  creating  a  unified  feeling.  In  the  ladder- 
back  chair  there  is  a  rhythmic  repetition  of  line,  in  the  slats  in  the 
back,  also  in  the  four  posts,  and  again  in  the  supports  in  the  lower 
part  of  the  chair,  which  echo  the  shape  of  the  seat.  All  lines  are  prac¬ 
tically  at  right  angles  to  each  other,  and  this  repetition  of  square 
corners  helps  to  give  a  unified  effect.  The  curved  lines  in  the  slats  of 
the  back  add  a  pleasing  variety  without  seeming  inharmonious  or 
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Winthrop  Furniture  Co. 


Two  chair  designs  with  rhythmic  lines.  Left:  A  ladderback  chair.  Right:  A 
Windsor  chair. 


inconsistent  with  the  straight  lines  used  in  the  other  parts  of  the 
chair.  Imagine  the  slanted  legs  of  the  Windsor  chair  placed  on  the 
ladderback  chair! 

Strength  and  refinement  expressed  in  line.  A  pleasant  rhythm 
of  line  cannot  be  produced  unless  the  lines  themselves  are  refined 
and  graceful.  Compare  the  curved  lines  in  the  two  chairs  pictured  on 
the  opposite  page.  In  the  first  chair  the  lines  are  restrained  and  grace¬ 
ful  in  curve,  and  in  the  second  they  are  clumsy  and  awkward.  Possi¬ 
bly  the  two  chairs  are  equally  comfortable  to  sit  in,  but  a  purchaser 
with  good  taste  will  not  hesitate  a  moment  to  select  the  first  chair.  It 
suggests  elegance  and  refinement,  while  the  second  is  ponderous  and 
heavy. 

Lines  can  express  strength  or  weakness,  quiet  or  unrest.  Surely  the 
lines  used  in  furniture  should  express  strength  and  quiet.  Also  on 
page  207  the  same  desk  is  shown  with  two  different  sets  of  curved 
legs.  As  we  look  at  the  two  pictures  we  immediately  become  aware 
that  the  legs  on  the  first  desk  seem  much  stronger  and  more  har- 
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Good  and  bad  designs  in  upholstered  chairs.  Left:  Graceful  lines  and  pleasing 
proportions.  Right:  Ugly  lines  and  clumsy  proportions. 


A  contrast  of  strong  and  weak  curves  in  desk  legs.  Left:  Strong,  graceful  curves. 
Right:  Weak,  restless  curves. 


monious  with  the  body  of  the  desk.  The  curves  of  the  legs  on  the  sec¬ 
ond  desk  are  more  pronounced,  with  the  result  that  they  seem  weak 
and  hardly  able  to  support  the  weight  of  the  desk.  Nor  do  they  har¬ 
monize  with  the  straight  lines  in  the  upper  part  of  the  desk.  Such 
curves  give  a  restless  effect,  and  indeed  it  needs  but  a  slight  exercise 
of  one’s  imagination  to  make  one  see  this  desk  walking  across  die 
room! 

Lines  in  modern  furniture.  The  modern  dining  group  on  page 
208  shows  the  use  of  straight  lines  and  square  corners  which  is  char¬ 
acteristic  of  most  contemporary  furniture.  There  is  a  very  satisfactory 
rhythm  in  the  repetition  of  straight  lines  and  rectangles.  The  squares 
of  the  chair  seats  and  backs,  the  rectangles  of  the  table  top  and  buffet 
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The  Merchandise  Mart;  by  Thomlinson  of  High  Point 

This  modern  dining-room  group  has  an  interesting  design  of  rhythmic  lines  and 
shapes.  It  has  a  pleasing  effect  of  stability  and  strength. 


front  harmonize  agreeably.  They  express  strength,  solidity,  and  com¬ 
fort.  The  chair  seats  are  large  enough  and  the  backs  are  slightly 
curved  to  make  a  very  comfortable  chair  at  mealtime. 

Interest  and  variety  in  the  design  is  secured  by  the  V-carved  legs  on 
the  table  and  chairs.  The  tapering  shapes  suggest  an  elongated  V,  so 
they  are  called  V-carved.  Notice  also  that  the  support  for  the  chair 
arm  is  an  inverted  V-carved  piece  that  adds  considerable  interest  to 
the  chair  design. 

Further  study  of  good  lines  in  furniture.  1.  Comment  on  the 
lines  of  the  furniture  shown  on  pages  385,  388,  and  391.  Remember 
that  criticism  should  include  favorable  as  well  as  adverse  comments. 

2.  Find  pictures  of  two  pieces  of  furniture,  one  good  in  line  and 
one  bad.  Write  explanations  of  why  one  is  good  and  why  one  is  bad. 

3.  Make  a  sketch  of  some  piece  of  furniture  at  home  which  you 
think  could  have  better  lines.  Make  straight  front  or  side  views  in 
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Interesting  and  monotonous  spac¬ 
ing  in  chair  backs.  Left:  Monoto¬ 
nous  because  of  even  spacing.  Right: 
Interesting  variation  of  spacing. 


order  to  avoid  the  difficulty  of  drawing  in  perspective.  It  may  not  be 
necessary  to  draw  the  whole  piece  of  furniture.  For  example,  you 
can  draw  a  table  leg  or  the  top  of  a  bed.  Make  a  second  sketch  show¬ 
ing  how  you  think  it  can  be  improved. 

4.  What  is  your  opinion  of  the  curved  legs  illustrated  on  page 
211? 

Look  for  good  proportions  in  furniture  design.  The  difference 
between  monotonous  spacing  and  more  interesting  spacing  is  illus¬ 
trated  in  the  backs  of  the  two  chairs  shown  above.  In  the  first  chair 
the  slats  and  the  spaces  between  the  slats  are  exactly  alike.  The 
effect  is  monotonous.  In  the  second  chair,  a  silhouette  of  a  Sheraton, 
the  spaces  between  the  slats  are  wider  and  the  slats  themselves  are 
narrower.  The  result  is  much  more  pleasing. 

The  tall  chest  of  drawers  in  the  illustration  on  page  210  has  pleas¬ 
ing  proportions.  The  width  is  in  pleasing  relation  to  the  height,  and 
the  graduated  spacing  in  the  drawer  fronts  is  interesting.  How  ordi¬ 
nary  the  effect  would  have  been  if  the  chest  had  been  square  and  the 
drawers  had  been  evenly  spaced!  The  low  chest  with  the  mirror 
above  is  also  interesting  in  its  proportions. 

Now  study  the  proportions  of  the  various  pieces  of  furniture  used 
together  in  the  room.  They  seem  harmonious  in  size  and  effect.  No 
single  piece  is  so  large  or  so  small  that  it  is  out  of  scale.  This  is  some¬ 
thing  to  consider  when  you  are  purchasing  a  new  piece  of  furniture. 
Is  it  too  large  for  harmonious  effect  with  the  other  pieces  already  in 
the  room?  Is  it  too  small?  One  should  also  consider  the  amount  of 
floor  space  required  for  a  piece  of  furniture.  A  large  piece  of  furni¬ 
ture  may  seem  twice  as  large  if  crowded  into  a  small  room.  The  fur¬ 
niture  shown  is  large  and  heavy,  but  in  this  case  the  floor  space  is 
adequate. 

Suggestions  for  further  study.  1.  Give  your  opinion  of  the  pro¬ 
portions  in  the  two  chairs  shown  on  page  207. 
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Hooker-Bassett  Furniture  Company,  Inc. 

Proportions  in  the  design  of  this  furniture  are  harmonious.  The  furniture  is  also 
in  pleasing  proportion  to  the  size  of  the  room. 


2.  Comment  on  the  proportions  of  some  piece  of  furniture  in  your 
classroom. 

3.  Collect  pictures  of  sideboards,  chests,  and  other  pieces  of  furni¬ 
ture  which  you  think  have  interesting  proportions.  Be  prepared  to 
explain  why  they  are  good. 

Ornamentation  on  furniture.  Many  styles  in  traditional  furni¬ 
ture  are  ornamented.  The  modern  style  is  almost  entirely  free  of 
ornamentation,  depending  on  fine  structural  design,  wood,  and 
finish  for  its  beauty.  Occasionally  we  find  a  piece  of  contemporary 
furniture  which  has  a  little  ornamentation,  such  as  the  shaped  metal 
drawer  pulls  on  the  chests  shown  on  page  22.  Basically  the  modern 
style  does  not  include  decoration.  If  you  are  considering  the  purchase 
of  a  piece  of  traditional  furniture,  you  should  study  the  way  in  which 
any  decoration  adds  to  or  detracts  from  the  general  effect.  Poor 
ornamentation  has  ruined  the  beauty  of  many  a  piece  of  furniture. 

Now  compare  the  two  highboys  shown  on  the  opposite  page  for 
beauty  of  decoration.  Carving  is  used  for  ornamentation  on  both 
highboys.  On  the  highboy  at  the  left  the  carving  is  used  to  emphasize 
the  structure.  Grooved  posts  are  used  at  each  side,  on  the  finials,  and 
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Two  early  American  highboys.  Left:  Good  design  in  every  detail;  pleasing  pro¬ 
portions,  graceful  lines,  restraint  and  beauty  of  decoration.  Right:  Pleasing  spac¬ 
ing,  but  its  beauty  is  ruined  by  heavy  and  fussy  ornamentation. 


in  the  fanlike  central  decorations.  The  carving  is  simple  and  pleas¬ 
ing.  Quite  different  is  the  carving  on  the  highboy  at  the  right.  It  is 
fussy,  restless,  and  ostentatious.  It  is  full  of  weak,  sprawly  curves  that 
certainly  do  not  emphasize  the  shape  of  the  highboy.  Next  compare 
the  metal  drawer  pulls  on  the  two  highboys.  Those  on  the  first  are 
small  and  pleasing  in  effect.  Those  on  the  other  highboy  are  so  large 
that  they  add  to  the  confused  and  overdecorated  effect. 

Another  type  of  decoration  frequently  used  in  the  legs  of  chairs, 
tables,  and  cabinets  is  called  turning.  Both  chairs  in  the  illustration 
on  page  206  have  turned  legs  and  stretchers  between.  The  turning 
here  is  in  good  proportion  to  the  rest  of  the  design.  In  some  cases  the 
turning  is  heavy  and  bulky,  so  that  the  general  effect  is  bad.  You  will 
find  it  interesting  to  study  the  turning  on  the  pieces  of  furniture 
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which  come  under  your  observation.  The  turning  on  a  piece  of  furni¬ 
ture  may  mean  the  difference  between  good  and  bad  design.  You  will 
observe  that  in  some  pieces  of  furniture,  such  as  gateleg  tables  and 
some  chairs,  the  only  form  of  ornamentation  is  turning. 

Another  type  of  decoration  sometimes  used  on  fine  pieces  of  furni¬ 
ture  is  marquetry.  Different-colored  pieces  of  wood  or  other  materials 
are  inlaid  on  the  surface  of  the  wood  to  form  a  pattern.  Marquetry 
requires  great  skill,  and  furniture  decorated  with  it  is  expensive. 
Sometimes  it  is  imitated  by  painting  on  the  surface  that  mimics  an 
inlay.  At  a  little  distance  the  effect  may  be  that  of  marquetry,  but 
close  inspection  and  feeling  of  the  surface  of  the  wood  always  reveals 
the  imitation.  Painted  decoration  may  be  very  good,  but  when  we 
have  it  on  our  furniture  we  should  not  pay  the  price  of  genuine 
marquetry. 

Painted  decoration  can  be  judged  by  the  same  rules  that  apply  to 
other  forms  of  decoration.  It  should  not  be  overelaborate,  it  should 
emphasize  structural  design,  and  it  should  be  conventional  in  char¬ 
acter.  The  front  of  a  kitchen  cabinet  is  not  the  place  for  a  spray  of 
naturalistic  looking  roses.  A  conventionalized  pattern  is  more  suita¬ 
ble  and  pleasing. 

Suggestion  for  further  study.  Collect  and  mount  pictures  of  furni¬ 
ture  with  some  ornamentation.  It  is  interesting  to  have  an  exhibition 
of  these  pictures  on  the  classroom  bulletin  board.  Each  member  of 
the  class  should  supply  at  least  two  pictures  and  write  a  criticism 
below  each.  After  all  members  of  the  class  have  had  an  opportunity 
to  examine  the  pictures,  there  should  be  a  class  discussion  of  the 
furniture  and  the  criticisms. 

Good  design  in  upholstering  and  slip-cover  materials.  Since  so 
much  of  the  furniture  which  we  use  today  is  upholstered,  we  should 
consider  the  art  problems  related  to  design  in  upholstering  materials. 
We  like  the  same  qualities  of  design  in  upholstering  materials  which 
we  like  in  curtain  materials. 

If  a  conspicuous  pattern  is  used  for  upholstering,  no  other  equally 
conspicuous  pattern  should  be  used  in  draperies  or  rugs.  Patterns 
used  in  the  same  room  should  not  compete  with  one  another  or  the 
result  will  be  disturbing.  Decide  whether  the  curtains  or  the  furni¬ 
ture  is  to  be  a  center  of  interest  and  select  your  patterns  accordingly. 
If  one  pattern  is  large  and  conspicuous  the  other  patterns  should  be 
smaller  and  less  vivid  in  color. 

The  upholstering  material  used  on  large  chairs  and  davenports 
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forms  rather  large  spots  of  color  in  the  room.  In  our  study  of  color 
we  learned  that  the  larger  the  spot  the  more  neutralized  the  color 
should  be.  This  is  a  situation  in  which  this  rule  should  be  applied. 
The  davenport  will  be  more  suitably  upholstered  in  a  dull,  rich  red 
than  in  a  scarlet,  or  in  a  moss  green  rather  than  an  apple  green.  Very 
intense  color  will  call  too  much  attention  to  the  furniture  instead  of 
making  it  fit  invitingly  into  the  whole  scheme  of  the  room. 

The  problem  of  selecting  suitable  upholstering  materials  depends 
to  some  extent  upon  texture.  The  smooth,  lustrous  surface  of  satin 
and  silk  damask  harmonizes  best  with  the  more  formal  and  richly 
furnished  type  of  room.  The  sheen  of  silk  or  rayon  blends  with  the 
elegance  of  design  in  Sheraton  or  Louis  XVI  furniture,  but  we  would 
not  think  of  combining  it  with  the  more  simple  design  and  rough 
texture  of  wicker  porch  furniture.  The  room  furnished  with  Colo¬ 
nial  type  furniture  calls  for  homespuns,  wool  or  cotton  tapestries, 
chintz,  or  cretonne.  In  selecting  an  upholstering  material  one  of  the 
most  important  considerations  is  to  choose  a  material  that  is  harmoni¬ 
ous  in  texture  and  character  with  the  piece  of  furniture  itself  and 
with  the  rest  of  the  room. 

In  recent  years  slip  covers  for  furniture  have  become  very  popular. 
They  serve  to  protect  fine  upholstering  or  to  conceal  an  ugly  piece  of 
furniture.  They  can  be  laundered,  whereas  it  is  impossible  to  launder 
the  upholstering  on  the  chair  itself.  For  both  practical  and  artistic 
reasons  the  slip  cover  is  useful  in  achieving  a  comfortable  and  at¬ 
tractive  room.  The  slip  cover  will  conceal  a  color  or  pattern  that  is 
wrong  and  the  expense  is  much  less  than  for  reupholstering. 

Suggestions  for  further  study.  1.  It  will  be  necessary  for  you  to 
have  actual  samples  of  upholstering  materials  in  working  out  this 
problem.  Bring  samples  from  home,  and  get  others  from  the  stores. 
Learn  to  recognize  at  least  five  upholstering  materials  in  common 
use. 

2.  Make  combinations  of  figured  upholstering  materials  and  cur¬ 
tain  materials.  Work  in  groups  of  two  or  three,  and  when  you  have 
found  a  combination  that  you  think  is  good  ask  the  class  to  discuss  it. 

3.  What  kind  of  material  would  you  choose  for  a  wicker  chair? 
For  a  fine  walnut  davenport?  For  a  small  bedroom  chair? 

4.  Arrange  a  lesson  in  the  study  of  slip-cover  materials.  Criticize 
and  compare  patterns  and  colors. 

Consider  practical  use.  When  you  buy  furniture,  consider  the 
particular  use  for  each  piece.  Chairs  are  needed  for  many  purposes — 
lounging,  sewing,  reading,  sitting  at  a  desk  or  at  a  dining  table.  You 
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Heywood-Wakefield  Com¬ 
pany 

This  lounge  chair  is 
easily  turned  around 
and  moved  about  be¬ 
cause  of  a  concealed 
mechanism. 


must  be  sure  to  select  the  kind  of  chair  that  will  serve  your  purpose 
best.  Each  of  these  uses  demands  a  chair  that  has  certain  character¬ 
istics.  The  chair  at  the  writing  desk  should  be  of  the  right  height  to 
afford  working  comfort,  and  should  not  have  arms  that  extend  far 
enough  to  interfere  with  drawing  close  to  the  desk.  The  first  requisite 
of  a  lounging  chair  is  comfort.  One  assumes  a  very  different  position 
when  resting  than  when  working  at  a  desk.  When  resting  we  are 
generally  inclined  to  lean  back  a  little  and  stretch  the  legs  slightly 
forward.  A  good  lounging  chair  provides  for  this.  The  back  tilts  at  just 
the  right  angle.  The  seat  is  low  enough  so  that  the  feet  reach  the  floor 
easily,  and  must  neither  be  too  deep  nor  too  shallow.  The  whole  chair 
is  soft  and  comfortable.  The  horsehair  parlor  set  of  the  nineteenth 
century,  with  the  hard,  slippery  seats,  provided  none  of  the  essentials 
for  lounging.  It  might  seem  by  contrast  that  any  of  the  oversize  furni¬ 
ture  of  the  present  time  must  be  comfortable,  but  such  is  not  the  case. 
Some  of  the  chairs  are  so  large  and  massive  that  the  average  person  is 
lost  in  them.  Few  people  can  sit  in  a  very  large  chair  and  reach  the 
floor  comfortably  with  their  feet.  If  one  sits  far  enough  back  to  lean 
comfortably  against  the  back  of  the  chair,  the  feet  are  off  the  floor  and 
it  is  difficult  to  rise.  Before  purchasing  a  lounging  chair  one  should 
try  sitting  in  it  several  times,  testing  its  comfort  thoroughly. 
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Consider  H.  Willett,  Inc. 

Pleasing  design  in  a  dressing  table  and  mirror. 


The  chair  shown  on  the  opposite  page  may  at  first  seem  large  and 
unwieldy  for  moving  about  until  you  learn  that  it  is  fitted  with  con¬ 
cealed  “dolly”  wheels  that  swivel  and  are  fitted  with  ball  bearings 
that  permit  the  chair  to  turn  all  the  way  around  and  at  the  same 
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Consider  H.  Willett,  Inc. 


Three  types  of  desks  which  meet  different  needs.  A:  A  secretary  desk.  B:  A  table- 
top  desk.  C:  A  chest  desk. 


time  permit  the  chair  to  be  moved  easily  from  one  part  of  the  room 
to  another.  One  of  the  difficulties  with  heavy  lounge  chairs  is  moving 
them  for  cleaning  or  other  purposes. 

Every  piece  of  furniture  should  be  considered  from  the  standpoint 
of  suitability  to  use  before  it  is  purchased.  Suppose  you  are  buying 
bedroom  furniture.  Do  you  want  a  dressing  table  or  a  chest?  If  you 
cannot  afford  both,  you  should  decide  which  will  serve  your  needs 
best.  Compare  the  dressing  table  and  mirror  on  page  215  and  the 
chest  and  mirror  on  page  210.  The  dressing  table  is  made  with  knee 
room  so  that  one  may  sit  down  to  use  the  mirror,  while  to  use  the 
mirror  of  the  chest  one  must  stand.  However,  the  chest  has  drawer 
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Sligh  Furniture 

Table  top  desks  in  contemporary  style.  D:  Typewriter  desk  ( closed ) .  E:  Type¬ 
writer  desk  {open) .  F:  Desk  with  drawer  space. 


space;  this  may  be  an  important  point  to  consider.  If  you  have  no 
other  place  to  keep  your  belongings,  you  may  prefer  to  have  the  chest. 

When  you  select  a  desk,  consider  your  most  important  require¬ 
ment.  Which  of  the  styles  shown  on  these  two  pages  would  suit  you 
best?  The  secretary  desk  has  space  for  books  above  and  generous 
drawer  space  below.  But  this  desk  cannot  be  put  in  front  of  a  win¬ 
dow,  and  it  is  a  large,  heavy  piece  of  furniture  not  well  suited  to  a 
small  room.  The  table-top  desk  has  less  drawer  space,  but  it  can  be 
placed  in  front  of  a  window.  The  table  top  is  an  excellent  working 
surface  where  you  can  spread  out  your  books  and  papers.  The  chest 
desk  is  not  so  large  and  heavy,  but  has  no  space  for  books. 

The  typewriter  desk  shown  in  two  views,  open  and  closed,  at  the 
top  of  this  page  provides  both  a  table  and  storage  for  the  typewriter. 
The  typewriter  shelf  is  supported  by  a  mechanism  which  drops  down 
and  slides  back  into  the  upper  part  of  the  compartment.  There  is 
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Modernage  Furniture  Corp. ;  Man-Low 

Modern  furniture  showing  simplicity  of  design ,  horizontal  lines,  blond  finish , 
and  absence  of  decoration.  The  center  piece  is  a  secretary  desk. 


space  for  paper  and  other  supplies  at  the  bottom  of  the  compartment 
and  in  the  drawer  above  the  kneehole  space. 

Still  another  type  of  desk  is  shown  in  the  bottom  picture.  This 
is  a  kneehole  desk  with  plenty  of  room  for  the  knees  and  four  wide 
drawers  on  the  left-hand  side.  Notice  that  no  drawer  pulls  are  visible. 
There  are  slots  underneath  the  edge  of  each  drawer  with  enough 
room  for  the  fingers. 

A  modern  type  of  secretary  desk  is  shown  above.  The  front 
pulls  down  for  a  writing  surface  as  in  other  secretary  desks,  but  pro¬ 
vides  a  rather  small  space.  The  bookshelves  are  arranged  at  each  side 
instead  of  at  the  top.  There  are  more  shelves  inside  the  doors.  This 
desk  is  a  very  attractive  piece  of  design  in  the  modern  style.  Notice 
the  emphasis  on  horizontal  lines  and  the  absence  of  any  decoration. 
It  depends  for  its  beauty  on  the  lovely  blond  finish  and  the  fine  lines 
and  proportions. 

Still  another  consideration  is  the  style  of  the  furniture.  The  woman 
who  bought  a  fine  Duncan  Phyfe  table  for  her  dining  room  was 
disappointed  because  it  did  not  harmonize  with  the  rest  of  the  furni- 
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ture  in  her  house.  She  had  hesitated  between  a  Duncan  Phyfe  table 
and  a  tavern  draw-top  table.  Both  are  good  design  but  quite  different 
in  character.  The  Duncan  Phyfe  is  delicate  and  graceful,  expressing  a 
quiet  elegance.  The  tavern  table  is  square  and  sturdy  in  character. 

In  the  effort  to  secure  harmony  do  not  make  the  mistake  of  match¬ 
ing  pieces  of  furniture  so  well  that  the  result  is  monotonous.  It  is  for 
this  reason  the  “sets”  of  living-room  furniture  seldom  make  a  pleas¬ 
ing  effect.  Bedroom  and  dining-room  sets  of  furniture  do  not  offer 
this  same  problem  in  monotony  because  of  the  variations  in  form  of 
the  different  pieces  of  furniture,  but  in  the  living  room  the  chairs 
and  davenport  are  so  nearly  alike  in  size,  shape,  and  color  that  the 
combination  lacks  variety. 


Additional  problems  for  study.  1.  Criticize  the  following  selec¬ 
tions  from  the  viewpoint  of  suitability: 

A  spinet  desk  for  a  woman  who  has  a  great  deal  of  correspondence 
and  writing  to  do. 

A  dressing  table  in  a  bedroom  where  the  only  other  articles  of 
furniture  are  a  bed,  a  small  table,  and  a  chair. 

2.  Select  pictures  of  living-room  pieces  that  you  think  will  com¬ 
bine  well. 

3.  Write  a  paragraph  telling  what  new  piece  of  furniture  is  most 
needed  in  your  home.  What  requirements  should  it  fulfill  from  the 
standpoint  of  suitability? 


Beauty  of  wood  and  finish.  In  order  to  appreciate  beauty  of 
wood  and  finish  in  furniture,  it  is  essential  to  study  real  woods  and 
finishes.  Arrange  to  study  pieces  of  furniture  or  samples  of  wood  with 
good  finishes.  Mahogany,  birch,  walnut,  gumwood,  maple,  and  oak 
are  commonly  used,  and  therefore  you  should  have  a  sample  of  each 
of  these  woods.  What  differences  can  you  discover  in  the  grains  of 
these  different  woods?  You  will  observe  a  certain  likeness  between 
birch  and  mahogany,  but  upon  closer  inspection  you  will  note  the 
short,  straight,  dark  lines  in  mahogany.  Birch  has  a  pleasing  grain 
and  is  used  in  good  furniture.  Most  people,  however,  find  the  varia¬ 
tions  in  the  grain  of  mahogany  even  more  pleasing.  Gumwood  and 
walnut  have  certain  similarities  of  grain,  but  after  some  study  you 
should  be  able  to  see  the  differences. 

Our  study  of  woods  should  bring  us  to  a  realization  of  the  fact  that 
the  gum  and  birch  have  a  claim  to  beauty  as  much  as  mahogany  and 
walnut.  Even  though  mahogany  and  walnut  are  most  beautiful,  gum, 
birch,  and  other  woods  have  certain  claims  to  merit.  A  table  made 
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from  gumwood  or  birch  may  be  a  good  table  from  the  standpoint  of 
both  durability  and  beauty.  It  is  only  when  a  table  of  gumwood  or 
birch  is  misrepresented  as  walnut  or  mahogany  that  we  object.  We  do 
not  want  to  pay  a  price  for  which  we  do  not  receive  full  value.  Many 
furniture  manufacturers  have  felt  this  so  keenly  that  they  have  en¬ 
couraged  a  movement  to  have  every  dealer  “name  the  woods’’  and 
sell  every  piece  of  furniture  for  exactly  what  it  is. 

A  problem  for  investigation.  Investigate  the  local  stores.  Do  the 
dealers  “name  the  woods,”  and  are  the  pieces  tagged  so  as  to  name 
the  kinds  of  wood  used  in  each  piece  of  furniture? 

A  contest  in  recognition  of  wood.  Collect  samples  of  as  many 
different  kinds  of  wood  as  possible.  These  should  be  stained  and 
finished  so  that  they  have  the  same  appearance  as  in  furniture.  Write 
to  furniture  manufacturers,  and  get  help  from  the  woodshop  teacher. 
Study  these  pieces  until  you  feel  sure  that  you  can  recognize  them. 
Arrange  a  contest  in  one  of  two  ways.  Use  fresh  samples  of  the  same 
woods  which  you  have  not  used  in  your  study,  or  arrange  to  go  to  a 
furniture  store  where  you  can  identify  the  woods  in  the  different 
pieces  of  furniture.  Your  teacher  will  decide  what  pieces  you  should 
try  to  identify.  Make  a  list  and  try  to  name  each  correctly. 

Look  for  a  good  finish  on  your  furniture.  Avoid  a  cheap,  shiny 
finish  and  enjoy  the  soft,  polished  surfaces  in  fine  furniture.  No 
matter  how  good  the  design  in  the  table  nor  how  beautiful  the  grain 
of  the  wood,  it  can  be  ruined  by  a  high-gloss  varnish.  It  was  an  old 
saying  among  cabinet-makers,  “Fill  the  wood  with  oil  and  polish  it 
with  wax.”  We  need  only  compare  a  piece  of  furniture  having  a  waxed 
and  rubbed  finish  with  a  cheap  varnish  finish  to  appreciate  the  differ¬ 
ence. 

The  beauty  of  finish  in  a  piece  of  furniture  includes  a  good  finish 
on  all  parts  of  the  piece.  This  means  a  smooth,  lustrous  finish  on  the 
chair  legs  that  are  turned,  in  the  carved  ornament  that  decorates  the 
curved  leg  of  a  Queen  Anne  chair,  in  the  grooves  around  the  edge  of 
a  table  top,  or  on  the  corner  posts  in  a  Colonial  chest.  In  cheaper 
finishes  we  find  the  top  and  larger  surfaces  well  finished  but  the  de¬ 
tails  are  left  rough.  Examine  some  pieces  of  furniture  for  the  quality 
and  beauty  of  their  finish  and  you  will  see  how  finish  can  contribute 
to  real  beauty  in  furniture. 

Your  study  of  finishes  should  include  color.  Traditional  mahogany 
furniture  is  finished  with  red  and  with  brown  stain.  Ask  a  furniture 
dealer  to  show  you  both  finishes.  Then  you  can  select  the  color  which 
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blends  well  with  your  other  furnishings.  Contemporary  mahogany 
furniture  is  often  blond.  Walnut  is  finished  in  dark  or  light  tones 
of  brown.  One  tone  may  suit  you  better  than  the  other.  Maple 
furniture  is  finished  in  several  different  tones.  Some  is  very  bright 
red-orange  in  tone.  This  is  the  least  beautiful  of  the  maple  finishes. 
Most  attractive  is  the  soft  brownish-yellow  tone.  Before  you  buy  a 
piece  of  maple  furniture  look  well  at  its  color. 

Mahogany,  maple,  oak,  and  other  woods  are  bleached  and  finished 
in  a  very  light  blond  color  for  much  modern-style  furniture.  The 
secretary  desk  shown  on  page  2 1 8  is  blond  mahogany. 


Suggestions  for  further  study.  1.  If  possible,  visit  a  furniture  fac¬ 
tory  or  repair  shop  so  that  you  can  see  how  furniture  is  put  together. 

2.  Examine  the  furniture  in  your  home  and  at  school  to  see  how 
much  you  can  tell  about  the  quality  of  its  construction. 


An  extra  project.  The  study  of  period  furniture  is  interesting  to  those 
who  enjoy  learning  about  life  in  past  centuries.  Select  one  or  more  of  the 
following  periods  as  your  interest  and  time  permits: 


Jacobean  (Tudor) 
William  and  Mary 
Queen  Anne 
Hepplewhite 
Chippendale 


Sheraton  French  Provincial 

Adams  The  Three  French 

Colonial  Louis’s 

Empire 
Victorian 


Make  an  evaluation  of  the  style  you  study  in  terms  of  the  following 
criteria: 


1.  Expression  of  rhythmic  line  and  proportion. 

2.  Characteristic  ornamentation. 

3.  Functional  quality  for  period  in  which  style  was  first  introduced. 

4.  Is  the  style  still  popular  and  reproduced  by  furniture-makers? 

Look  for  good  construction.  Durability  is  an  extremely  im¬ 
portant  quality  in  furniture.  Good  design,  fine  wood,  and  beautiful 
finish  in  your  dining-room  chairs  will  not  make  up  for  poor  construc¬ 
tion.  A  chair  which  soon  becomes  wobbly  and  breaks  down  is  not  a 
good  buy. 

If  you  are  considering  the  purchase  of  a  chair,  examine  the  joints 
to  see  if  they  are  strong.  The  diagrams  on  page  222  will  show  you 
one  good  method  of  joining  the  back  legs  and  chair  rail  (edge  of  the 
seat).  This  is  called  a  dowel  joint.  Notice  how  the  corner  block  is 
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Right  Wrong 


Diagrams  showing  the  correct  use  of  the  dowel  joint  in  wood  furniture  construc¬ 
tion.  A:  Wooden  rod  called  a  dowel.  It  is  grooved  to  permit  the  escape  of  air  bub¬ 
bles  in  the  glue  which  is  used  to  strengthen  all  types  of  joinings.  B:  Diagram 
showing  how  the  seat  rails  are  fitted  into  the  chair  post  (leg)  and  strengthened 
with  a  corner  block.  The  dowels  fit  into  the  holes  in  the  chair  post  and  into  holes 
drilled  into  the  rails  as  shown  by  the  dotted  lines.  C:  Parts  fitted  together.  Notice 
the  center  screw  in  the  corner  block  which  draws  the  leg  tight  against  the  rails 
and  corner  block.  Screws  into  each  rail  help  to  make  the  joint  tight  and  firm. 
D:  A  poor  type  of  corner  block  because  it  does  not  fit  into  the  corner  and  is 
Jiailed  instead  of  screwed. 
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Diagrams  showing  points  to  look  for  in  judging  furniture  construction.  A:  A 
mortise-and-tenon  joint  is  a  strong  joint  and  is  used  in  good  furniture.  A  pro¬ 
jecting  piece  called  the  tenon  is  cut  on  the  piece  to  the  right  which  fits  into  the 
mortise  or  hole  in  the  piece  at  the  left.  C:  A  curved  leg  should  be  cut  from  one 
solid  piece.  D:  A  curved  leg  should  not  be  cut  from  a  piece  made  by  gluing  two 
pieces  of  wood  together. 


screwed  in  for  re-enforcement.  The  center  screw  helps  to  pull  the 
leg  tight  against  the  block  and  rails. 

Another  good  joint  is  called  the  mortise  and  tenon.  You  can  see 
how  this  is  made  in  the  diagram  above. 

223 


Sligh  Furniture 


A  dual-purpose  table  for  games  or  dining. 

In  some  pieces  of  furniture  you  can  see  what  type  of  joint  is  used, 
but  in  upholstered  chairs  and  davenports  the  joints  are  likely  to  be 
completely  hidden.  Since  you  cannot  take  one  of  these  pieces  apart 
in  the  shop,  you  will  have  to  rely  on  the  seller  to  give  you  informa¬ 
tion  about  the  construction. 

Judging  upholstered  furniture.  Almost  all  the  construction  and 
much  of  the  material  is  hidden  in  the  case  of  upholstered  furniture. 
You  must  rely  on  the  seller  for  truth  regarding  the  quality  of  the 
springs  and  the  material  used  for  webbing,  padding,  and  workman¬ 
ship.  If  possible,  get  a  guarantee  or  label  concerning  these  things. 
Many  states  now  require  a  label  on  upholstered  furniture  stating 
the  contents  used  inside  the  cushions  and  built-in  spring  sections. 

Sponge  rubber  is  a  new,  modern  material  which  is  becoming  very 
popular  for  loose  cushions.  It  has  no  springs  to  get  out  of  order  and 
always  holds  its  shape. 

Suggestions  for  further  study.  1.  Arrange  for  a  class  period  when 
you  will  examine  the  construction  of  furniture.  Borrow  chairs  and 
other  pieces  from  other  rooms  in  the  school,  or  visit  a  room  where 
there  are  several  pieces. 

2.  Ask  the  woodworking  teacher  to  demonstrate  different  kinds  of 
joints  used  in  construction  of  furniture. 

Dual-purpose  furniture.  The  great  aim  in  modern  home  design 
is  to  create  a  more  livable  home.  Furniture  designers  are  seeking  new 
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ideas  and  new  ways  of  doing  things  which  will  help  to  achieve  this 
objective.  Dual-purpose  furniture,  which  many  people  find  very  use¬ 
ful  is  being  produced.  If  you  have  a  limited  budget  and  one  purchase 
can  be  made  to  serve  for  two,  so  much  the  better.  Often  one  piece  of 
furniture  which  serves  for  two  is  particularly  advantageous  in  small 
apartments. 

The  combination  game  and  dining  table  shown  on  the  opposite 
page  would  be  a  wise  choice  for  a  home  with  limited  space.  When 
open,  the  table  is  36"x72"  and  when  closed  it  is  36"  x  36".  It  is 
simple  and  functional  with  a  parquet  top  which  adds  interest  to  the 
severity  of  the  design. 

In  the  pictures  on  page  226  you  can  see  how  some  cocktail  tables 
serve  a  dual  purpose.  In  the  upper  picture,  the  four  square  cocktail 
tables  are  grouped  together  to  form  one  large,  handsome  table,  effec¬ 
tive  as  a  background  for  a  large  flower  arrangement  or  useful  for  serv¬ 
ing  after-dinner  coffee  or  a  living-room  buffet  supper.  When  seats 
are  more  essential  than  tables,  Presto!  Change!  Someone  snaps  thick 
rubber  foam  cushions  onto  the  tables  and  they  become  comfortable 
seats.  Or  if  someone  desires  an  hour  of  de  luxe  lounging,  one  of  these 
seats  will  make  an  admirable  ottoman  for  the  chair  shown  at  the  left 
in  the  picture. 

Modern  furniture  is  sectional.  Contemporary  furniture  design¬ 
ers  have  taken  great  pains  to  design  furniture  which  fits  together 
along  the  wall.  You  would  not  suspect  that  the  piece  which  stands 
against  the  right-hand  wall  in  the  picture  on  page  227  is  really  made 
up  of  three  separate  pieces.  The  center  part  is  a  chest  with  four  drawers 
which  are  opened  by  using  the  finger-tip  space  underneath  the  edges 
of  the  horizontal  paneling.  The  pieces  at  either  side  of  the  chest  are 
called  junior  wardrobes.  The  doors  open  in  the  center  and  four  slid¬ 
ing  trays  can  be  pulled  forward.  These  trays  and  the  drawers  in  the 
chest  are  divided  into  compartments.  Wouldn’t  this  be  a  help  in 
keeping  your  belongings  in  order! 

The  daybed  is  also  a  dual-purpose  piece  of  furniture.  By  night  it  is 
a  bed  and  by  day,  a  davenport. 

Some  sectional  furniture  is  made  in  a  style  which  fits  a  corner, 
such  as  the  sectional  sofas  shown  on  page  116.  It  is  said  of  the  modern 
style  that  it  makes  use  of  neglected  corners.  For  example,  the  table 
shown  on  page  226  uses  space  which  otherwise  might  be  wasted.  Does 
it  not  seem  to  you  that  these  pieces  which  fit  into  corners  add  unity  to 
the  whole  effect? 

New  ideas  in  furniture  design.  Contemporary  furniture  design¬ 
ers  are  striving  constantly  to  create  new  types  of  furniture  which  will 
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Sligh  Furniture 


Tables  that  lead  a  double  life!  Top:  They  are  combined  to  make  one  large 
decorative  table.  Bottom:  Two  of  the  tables  now  wear  cushions  which  transform 
them  into  comfortable  seats. 
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Sligh  Furniture 

This  group  of  furniture  is  designed  to  provide  comfortable  living  in  a  small 
bachelor  apartment,  but  it  can  be  used  advantageously  in  many  other  ways. 

be  truly  functional  in  our  modern  way  of  life.  Every  year,  furniture 
companies  are  introducing  innovations  which  depart  radically  from 
the  furniture  forms  of  the  past.  Many  of  these  will  add  considerably 
to  the  ease  of  living  and  beauty  of  the  American  home.  Naturally 
the  wise  homemaker  will  not  buy  these  new  types  of  furniture  with¬ 
out  first  considering  carefully  whether  they  will  suit  her  needs  and 
her  taste.  But  among  these  new  ideas  she  is  sure  to  find  some  that  will 
solve  her  particular  problems  in  home  furnishing. 

The  picture  on  page  229  shows  a  new  idea  for  a  dressing  table.  The 
bed  footboard  is  formed  by  a  lift-top  dressing  table  in  the  center 
with  a  chest  on  either  side.  The  top  when  lifted  reveals  a  fluorescent 
light,  and  the  drawers  on  either  side  provide  convenient  storage.  In  a 
room  where  wall  space  is  limited,  this  type  of  arrangement  is  espe¬ 
cially  desirable. 

The  headboard  is  as  functional  as  the  footboard  in  this  compact  ar¬ 
rangement.  The  cabinets  at  either  side  have  swinging  drawers,  as 
shown  on  page  228.  The  top  and  bottom  drawers  take  care  of  the 
various  odd  articles,  beads,  cold  cream,  and  facial  tissues  which  you 
might  wish  to  have  handy.  The  center  space  provides  a  convenient 
place  for  books  or  other  reading  material. 

You  will  be  interested  to  know  that  the  bedspread  and  draperies 
are  made  from  a  fine-quality  burlap  and  the  walls  are  covered  with 
burlap. 
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Popular  Home  Magazine;  United  States  Gypsum  Company 


This  picture  shows  the  detail  of  the  bedside  cabinet  in  the  headboard  shown  on 
the  opposite  page. 

Forms  and  materials  unknown  in  traditional  furniture  styles  are 
used  in  the  new  styles  which  you  may  choose  for  your  home.  The 
room  on  page  230  has  a  new-type  desk  which  appeals  to  many  people. 
The  base  is  made  of  gleaming  metal  tubing.  There  is  no  wood  to 
polish  or  refinish,  and  there  is  plenty  of  room  for  feet  and  knees.  It 
is  also  easy  to  clean  underneath  the  desk.  The  upper  part  of  the  desk 
is  fitted  with  sliding  doors  and  compartments  for  storing  papers.  A 
perforated  metal  wastebasket  is  suspended  underneath  the  right-hand 
side  of  the  desk  top.  It  can  be  opened  easily  by  pulling  it  out.  On  the 
other  side  of  the  desk  is  a  trap  door  which  can  be  lifted  for  access  to 
storage  space  underneath. 

Notice  the  very  nice  grouping  of  the  lamp  and  the  decorative  map 
above  the  desk.  The  background  in  this  room  is  finished  with  a 
wallboard  cleverly  stained  to  resemble  pine  paneling.  The  wallboard 
has  the  advantage  of  bein^  fire  resistant. 

O  o 
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Popular  Home  Magazine;  United  States  Gypsum  Company 

Functional  design  of  headboard  and  footboard  provides  convenience  and  saves 
space.  ( Designed  by  Henry  Glass.) 


Be  tolerant  in  your  tastes.  Are  you  one  of  the  people  who  feels 
that  only  the  “old’’  styles  are  beautiful?  That  only  traditional  styles 
will  last?  Or  are  you  one  who  thinks  that  only  modern  design  is  the 
answer  to  beauty  and  comfort  in  the  home?  That  everything  predat¬ 
ing  the  twentieth  century  should  be  thrown  out  the  window?  These 
opposite  points  of  view  are  the  cause  of  endless  arguments  and  much 
disagreement. 

Differing  ideas  and  tastes  are  quite  understandable,  but  a  bit  of 
tolerance  for  other  points  of  view  can  lead  to  broader  understanding 
and  appreciation  of  the  beauty  in  the  world.  Those  who  admire  only 
the  traditional  furniture  forms  can  find  beauty  to  enjoy  in  modern 
styles  if  they  are  willing  to  admit  that  traditional  is  not  the  only  kind 
of  beauty  in  home  decoration.  On  the  other  hand,  those  who  are 
devoted  to  the  modern  style  can  also  find  enjoyment  in  the  tradi¬ 
tional  if  they  can  practice  a  little  broad-mindedness.  Of  course,  you 
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A  neiv  concept  in  desk  design. 


are  entitled  to  your  preference  in  styles,  but  need  this  mean  that  your 
chosen  style  is  the  only  one  in  the  world  with  a  claim  to  beauty? 


STANDARDS  FOR  GOOD  FURNITURE 

When  you  select  furniture,  check  each  piece  for  the  following 
points: 

1.  Is  its  structural  design  pleasing  and  harmonious?  Are  the  pro¬ 
portions  of  its  different  parts  interesting  or  monotonous?  Is  there  a 
good  rhythm  of  line  throughout  the  whole?  Is  it  well  balanced  or  is 
it  top-heavy? 
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2.  Is  the  ornamentation  in  good  taste?  Does  it  enrich  the  surface 
and  emphasize  the  structural  form,  or  is  it  fussy  and  elaborate? 

3.  Is  it  thoroughly  suited  to  its  use? 

4.  Does  it  provide  the  proper  amount  of  drawer  space?  If  it  is  a 
chair,  is  it  comfortable? 

5.  Is  the  material  used  for  upholstering  well  designed? 

6.  Is  its  color  and  scale  of  pattern  suitable? 

7.  Are  the  wood  and  finish  pleasing? 

8.  Is  it  well  constructed? 

To  TEST  YOUR  APPRECIATION  OF  FURNITURE  DESIGN 

I.  Study  the  illustrations  in  other  chapters  in  this  book  which  show 
furniture.  Select  a  piece  of  furniture  which  you  think  shows  excellent 
design.  Be  prepared  to  tell  the  class  why  it  is  good. 

II.  Study  the  furniture  shown  on  pages  264,  303,  349,  and  382.  Answer 
the  following  questions: 

1.  Which  pieces  of  furniture  show  strong  graceful  lines?  Weak  lines? 

2.  Which  pieces  show  good  proportion?  Bad  proportion? 

3.  In  which  pieces  is  the  ornamentation  good?  Why? 

4.  Which  pieces  would  you  combine  in  the  same  room? 

5.  Which  pieces  would  be  inharmonious  in  the  same  room? 

III.  Collect  pictures  of  furniture  that  you  would  like  to  have  for  some 
room  in  your  home. 
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Chapter  10 


PICTURES  FOR  YOUR  WALLS 


ou  may  buy  pictures  for  your  home  in  a  dime  store  or  in  an  art 


JL  gallery.  Of  course,  in  the  art  gallery  you  will  pay  a  great  deal 
more  than  in  a  dime  store,  but,  even  so,  you  might  buy  a  picture 
that  would  not  be  good  decoration  for  your  home.  You  might  also 
buy  in  a  dime  store  a  picture  that  would  be  very  poor  decoration  for 
your  home.  It  is  a  matter  of  taste  and  personal  preference. 

what  subjects  in  pictures  do  you  like?  The  pictures  on  your 
walls  should  mean  something  to  you  personally.  Naturally  you  will 
like  pictures  of  things  which  are  interesting  to  you  in  life.  If  you  are 
especially  fond  of  animals,  you  will  like  animal  pictures.  If  you  are 
fond  of  sports,  you  will  like  sporting  pictures.  If  you  love  outdoor  life 
and  travel,  you  will  like  landscapes  and  outdoor  scenes.  If  you  are 
greatly  interested  in  people  and  human  nature,  you  will  choose  por¬ 
traits  and  pictures  of  people.  There  are  dozens  of  subjects  which  may 
appeal  to  you  personally. 

When  you  buy  a  picture  for  your  home  do  not  select  just  any 
pretty  little  picture  that  has  no  special  meaning  to  you.  If  you  give 
someone  a  picture  as  a  gift,  try  to  choose  one  that  will  appeal  to  that 
person’s  special  interests.  It  will  not  be  possible  to  discuss  in  this 
chapter  all  the  different  subjects  which  might  appeal  to  you.  We  shall 
discuss  only  a  few  modern  pictures  by  American  painters  that  may 
serve  to  suggest  to  you  the  kind  of  pictures  you  would  like  to  have 
for  your  own  home.  If  you  are  historical-minded,  you  may  prefer 
pictures  from  past  periods  of  art.  Some  people  like  the  religious  pic¬ 
tures  of  the  Renaissance,  the  eighteenth-century  English  portrait 
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paintings,  or  the  seventeenth-century  Dutch  and  Flemish  paintings. 
Many  people  prefer  twentieth-century  painting  because  it  deals  with 
a  subject  that  is  part  of  our  own  lives.  Of  course,  you  may  like  several 
different  types  of  pictures;  in  this  case,  you  will  include  them  in  your 
selection  of  pictures  for  your  walls. 

Original  paintings  or  reproductions.  Not  many  people  can  af¬ 
ford  to  buy  oil  paintings  in  the  exclusive  shops  of  the  art  dealers.  A 
great  many  people  can  afford  to  buy  reproductions  of  the  greatest  and 
most  valuable  paintings  in  the  world.  Many  of  these  reproductions 
are  made  in  color,  and  they  can  be  used  most  effectively  in  room 
decoration.  Some  of  the  most  successful  rooms  created  by  interior 
decorators  have  been  planned  around  colored  prints  reproduced 
from  fine  paintings.  On  pages  403  and  404  you  will  find  a  list  of 
places  where  you  can  secure  good  colored  reproductions  of  great 
paintings. 

Any  of  us  would  rather  own  an  original  oil  painting  than  a  repro¬ 
duction  from  the  same  painting.  But  you  should  remember  that  not 
all  oil  paintings  are  good  art.  Some  of  them  are  very  bad  art.  Just 
because  a  picture  is  “hand  painted”  does  not  mean  that  it  is  a  good 
picture.  It  is  better  to  own  a  good  reproduction  of  a  good  picture 
than  a  poor  original  painting.  Learn  to  be  critical  about  pictures. 
This  is  not  a  thing  that  you  can  learn  from  a  few  pages  in  a  book. 
You  will  learn  by  continued  experience  in  looking  at  pictures  and 
comparing  them.  Always  look  at  a  picture  to  see  if  it  shows  you  the 
kind  of  thing  you  really  like  to  see  in  a  picture. 

Suggestions  for  further  study.  1.  Discuss  in  class  the  subjects  for 
pictures  which  each  member  would  choose  for  her  home. 

2.  Collect  catalogues  from  the  companies  listed  on  pages  403  and 
404.  If  possible,  examine  the  colored  prints  from  these  sources.  Per¬ 
haps  your  public  library  will  have  some  of  these  prints. 

Landscapes  for  outdoor  lovers.  Probably  landscapes  are  popular 
because  so  many  people  are  fond  of  the  outdoors.  There  was  a  time 
in  history  when  landscapes  w^re  not  considered  worthy  subjects  for 
the  painter’s  brush.  They  were  used  only  as  backgrounds  for  portraits 
or  religious  paintings.  Landscapes  are  now  considered  quite  worth¬ 
while  subjects  for  any  painter’s  brush. 

The  two  landscapes  shown  on  page  234  were  painted  in  two  distant 
parts  of  the  country,  the  east  and  the  west.  “Mrs.  Scott’s  House”  by 
Edward  Hopper  was  painted  in  the  rolling  hills  of  New  England. 
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In  the  collection  of  Mr.  and  Mrs.  Roy  R.  Neuberger;  photograph  Macbeth  Gallery 


Two  modern  American  landscapes.  Top:  “Mrs.  Scott's  House”  by  Edward  Hop¬ 
per.  Bottom:  “The  Rainy  Season”  by  Peter  Hurd. 
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“The  Rainy  Season”  by  Peter  Hurd  was  painted  in  New  Mexico. 
Each  picture  tells  us  a  great  deal  about  the  hills  and  the  country 
where  it  was  painted.  Mrs.  Scott’s  little  house  clings  firmly  to  the  top 
of  its  sunlit  hill.  The  house  is  alone,  but  not  lonely.  Sunlight  bathes 
it  in  a  lovely  light.  The  hills  are  warm  and  friendly  because  it  is 
summer.  Notice  the  rhythmic  repetition  of  the  long,  beautiful  curves 
over  the  tops  of  the  hills.  Notice,  too,  the  fine  pattern  of  dark  and 
light  created  by  the  sunlit  house  against  the  shadow  on  the  next  hill. 
Certainly  the  artist  must  have  been  thinking  in  terms  of  rhythmic 
lines  and  patterns  of  light  and  dark.  Such  pictures  are  not  created  by 
accident. 

Have  you  missed  any  small  details  in  the  house  or  hills?  The  artist 
did  not  show  separate  boards  in  the  house  and  barn  or  any  separate 
blades  of  grass  on  the  hills.  Such  details  would  have  spoiled  the  strong, 
bold  effect  of  his  picture.  If  we  bothered  with  such  details,  we  could 
not  see  the  great  beauty  of  the  picture  itself. 

There  is  vast  expanse  of  land  around  the  house  in  the  Hopper 
painting,  but  there  is  still  greater  expanse  in  the  painting  by  Peter 
Hurd.  Here,  the  artist  has  tried  to  make  us  feel  the  great  reaches  of 
the  hills  of  New  Mexico.  A  silvery  light  floods  the  landscape.  An  over¬ 
cast  sky  is  to  drop  its  rain  on  the  hills  below.  In  the  foreground  a 
rancher  has  stopped  his  team  and  looks  out  over  the  hills.  A  cowboy 
on  his  pony  has  stopped  nearby.  A  strange  light  plays  over  the  hills. 

Peter  Hurd  paints  the  country  that  he  knows.  He  lives  on  a  ranch 
in  New  Mexico  and  divides  his  time  between  ranching  and  painting. 
This  picture  has  a  lovely  rhythmic  pattern  in  the  forms  of  the  hills. 
Our  eyes  slide  down  one  hill  and  up  another  with  the  greatest  of 
pleasure.  The  beautiful  light  that  plays  over  the  hills  gives  great 
beauty  to  the  landscape. 

The  painting  on  page  236  by  John  Rogers  Cox  gives  his  version  of 
the  rolling  prairies  of  the  Middle  West.  A  golden  wheat  held  stretch¬ 
ing  far  off  to  meet  the  great  sky  piled  with  mountainous  gray  clouds, 
creates  the  impression  of  illimitable  space.  The  composition  is 
planned  with  almost  geometric  precision.  Right-angle  crossroads,  a 
straight  row  of  telephone  poles,  neat,  square-cornered  fences,  and  the 
regular  grass  borders  along  the  wheat  fields,  combined  with  the 
heaped-up  curves  of  the  clouds,  create  a  severely  formal  and  striking 
effect.  Obviously  this  is  not  a  photographic  portrayal  of  a  particular 
crossroads.  It  is  much  more  than  that;  it  is  a  highly  individualized  ex¬ 
pression  of  the  spirit  of  the  Middle  West.  The  artist  creates  a  mood 
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Courtesy  of  the  Cleveland  Museum  of  Art  (The  Mr.  and  Mrs.  William  H.  Marlatt  Fund) 

“Grey  and  Gold”  by  John  Rogers  Cox ,  a  painting  of  the  wheat  fields  of  the 
Middle  West. 


in  a  far  more  effective  way  than  any  photographer  could  possibly  do 
it.  In  Cox’s  painting  we  not  only  get  an  impression  of  how  the  rolling 
prairies  look,  but  also  what  they  are  like. 

City  pictures  for  city  people.  Some  people  like  the  city  better 
than  the  country,  and  so  they  are  interested  in  pictures  of  the  city. 
Modern  artists  have  found  many  subjects  for  painting  our  cities. 
Some  of  them  choose  to  paint  the  boulevards,  parks,  and  splendid 
business  streets.  Others  choose  shabby,  dingy  sections. 

Roy  Hilton,  a  Pittsburgh  artist,  has  been  interested  in  recording 
his  impression  of  the  Pittsburgh  region,  especially  the  industrial  and 
more  crowded  areas.  In  his  painting,  called  “Above  the  River”  (op¬ 
posite  page),  a  house  is  perched  on  the  side  of  the  hill,  a  very  high 
house,  towering  above  the  street.  Steps  in  front  of  it  and  beside  it 
lead  to  still  higher  buildings  farther  up  the  hill.  There  are  many 
dwellings  in  Pittsburgh  like  this  one,  high,  narrow,  and  reached  only 
by  many  steps.  Instead  of  being  built  to  harmonize  with  the  contour 
of  the  ground,  they  stick  straight  up  like  giant  fence  posts.  In  “Above 
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Courtesy  of  the  artist 

“Above  the  River ”  by  Roy  Hilton,  an  interpretation  of  the  Pittsburgh  scene . 

the  River”  Hilton  has  captured  the  characteristic  quality  and  effect 
of  Pittsburgh  in  one  of  its  aspects. 

People  who  like  “pretty”  pictures  do  not  understand  why  some 
artists  choose  to  paint  such  scenes.  Why  should  an  artist  wish  to 
paint  something  that  is  ugly,  drab,  and  depressing?  Perhaps  because 
he  is  wearied  with  the  superficial  prettiness  of  traditional  subjects 
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Mrs.  William  J.  Glackens 


“At  the  Soda  Fountain”  by  William  J.  Glackens  portrays  a  typical  American 
scene  in  any  corner  drugstore. 

and  turns  to  everyday  reality.  At  the  same  time,  he  discovers  a  kind 
of  beauty  which  is  inherent  in  the  scene  and  puts  it  into  his  canvas 
for  our  pleasure. 

In  the  Pittsburgh  painting,  Hilton  has  emphasized  the  structural 
forms  of  the  ground,  the  houses,  the  steps,  and  the  street.  The  eye 
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travels  back  and  forth  around  these  forms,  always  by  a  route  which 
emphasizes  the  third-dimensional  quality  and  depth  of  the  picture. 
The  forms  have  bulk  and  solidity.  In  a  way,  this  kind  of  painting 
provides  us  with  a  greater  sense  of  reality  than  when  we  are  looking 
at  the  actual  scene.  “Above  the  River’’  has  achieved  this  quality  of 
essential  realism,  and  at  the  same  time  it  creates  a  mood,  an  effect  of 
harsh,  bleak  beauty. 

Paintings  of  life  in  America.  Modern  artists  have  discovered  that 
scenes  taken  from  life  in  America  make  good  pictures.  Some  artists 
in  the  past  have  thought  that  only  pretty  things  were  suitable  sub¬ 
jects  for  pictures.  Other  artists  insisted  they  could  make  pictures 
from  scenes  in  everyday  life.  Instead  of  choosing  beautiful  country 
scenes  or  pretty  ladies  for  their  paintings,  these  artists  chose  street 
scenes,  life  in  the  city,  on  a  farm,  and  similar  scenes. 

Can  you  imagine  making  a  splendid  picture  from  a  scene  in  the 
drugstore  soda  fountain?  Or  at  a  family  reunion?  That  is  exactly 
what  American  painters  have  done  in  the  paintings  reproduced  on 
pages  238,  240,  and  241.  “At  the  Soda  Fountain”  is  a  delightful  pic¬ 
ture  by  William  J.  Glackens.  To  enjoy  it  most  you  should  see  it  in 
color.  One  girl  wears  a  pink  dress  and  the  other  a  yellow  one.  The 
green  ginger-ale  bottle  and  the  pineapple  in  the  background  make 
nice  bits  of  color.  Even  in  the  black-and-white  reproduction  you  can 
see  the  glow  of  light  which  the  artist  painted  into  this  picture.  Even 
the  shadows  are  vibrant  with  color. 

Notice  how  the  figures  of  the  two  girls  and  the  boy  behind  the 
fountain  are  arranged  to  make  an  interesting  composition.  The  eye 
travels  easily  up  the  arm  of  the  girl  at  the  right,  over  the  top  of  the 
boy’s  head,  and  down  over  the  head  and  arm  of  the  girl  at  the  left. 
It  makes  a  sort  of  triangular  composition  which  is  very  pleasing.  Out 
of  the  confusion  and  multiplicity  of  articles  at  the  drugstore  soda 
fountain,  the  artist  organized  a  simple  and  harmonious  picture. 

“Schellhammer  Family  Reunion”  (page  240)  by  Virginia  Cuthbert 
shows  quite  another  aspect  of  American  life.  The  occasion  is  a  picnic 
when  members  of  the  family  have  gathered  from  far  and  near.  Most 
of  the  women  are  engaged  in  setting  the  tables,  and  most  of  the  men 
stand  about  waiting  the  call  to  eat.  Back  of  the  house  some  of  the 
boys  are  throwing  horseshoes.  Other  interesting  details  are  carried 
out  in  the  various  parts  of  the  picture. 

In  creating  this  painting,  the  artist  did  not  try  to  paint  just  one 
family  reunion  exactly  as  she  saw  it.  She  tried  to  paint  a  picture  that 
was  typical  of  the  family  reunions  held  every  summer  in  western 
Pennsylvania.  She  chose  a  family  name  that  was  common  in  the 
county  where  she,  herself,  had  spent  many  summers.  After  the  picture 
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Courtesy  of  the  artist 

“Schellhammer  Family  Reunion”  by  Virginia  Cuthbert  shows  another  bit  of  life 
in  America. 


had  been  exhibited  in  several  galleries,  she  received  letters  from  all 
parts  of  the  United  States  asking  about  the  family  and  the  house. 
Many  people  thought  it  might  be  their  family  or  their  house.  This 
proves  that  the  picture  does  typify  the  old  American  custom  of  family 
reunions  at  summer  picnics. 

The  painting  on  the  opposite  page,  called  “Weighing  Cotton,”  was 
done  by  Thomas  Hart  Benton,  and  it,  too,  is  a  depiction  of  the  Amer- 
can  scene.  Benton  was  born  in  Missouri  and  has  painted  many  pic¬ 
tures  which  tell  about  life  in  his  part  of  the  country.  “Weighing  Cot¬ 
ton”  records  one  phase  of  life  as  the  artist  has  seen  it.  We  see  the 
pickers  filling  their  long,  oddly  shaped  bags  with  cotton,  and  others 
waiting  to  have  theirs  weighed. 

Suggestions  for  further  study.  1.  Select  five  places  in  or  near  your 
community  (either  country  or  city)  which  you  think  would  make 
good  subjects  for  paintings.  Compare  these  with  the  selections  of 
others  in  your  class. 
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From  the  collection  of  Billy  Rose 

“ Weighing  Cotton”  by  Thomas  Hart  Benton,  an  interpretation  of  life  in  the 
cotton-growing  states. 

2.  List  five  subjects  which  are  typical  of  life  in  America  that  might 
be  used  as  subjects  for  paintings. 

Paintings  of  people.  The  most  popular  picture  subjects  with 
many  people  are  pictures  of  other  people.  This  is  especially  likely  to 
be  true  of  people  who  are  greatly  interested  in  human  nature  and 
society  in  general.  The  picture  on  page  242,  called  “A  Young 
Woman,”  was  painted  by  Isabel  Bishop,  a  New  York  artist.  It  repre¬ 
sents  a  type  of  girl  that  the  artist  saw  on  the  streets  near  her  studio. 
This  girl  in  the  picture  is  not  a  pretty  society  girl  type;  she  is  a  good- 
looking,  sturdy  American  girl.  She  gives  the  impression  of  strength 
and  ability.  Whatever  her  job  she  will  learn  to  do  it  well.  She  proba¬ 
bly  knows  her  way  around  the  streets  of  the  city.  Isabel  Bishop  likes  to 
paint  the  girls  that  she  sees  in  the  little  park  near  her  studio.  Mostly 
they  are  office  girls.  The  artist  herself  must  be  interested  in  people 
and  human  nature  to  paint  these  types  so  well.  She  has  an  individual 
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“A  Young  Woman”  by  Isabel  Bishop  shores  a  type  of  girl  which  the  artist  saw 
on  the  streets  of  New  York. 

way  of  using  her  paint.  You  can  see  it  in  this  painting,  and  when  you 
see  another  you  will  know  it  is  by  the  same  artist. 

The  painting  shown  on  page  243  is  also  the  picture  of  a  girl.  It  is 
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“Anne  in  White”  by  George  Bellows  is  a  charming  portrait  of  the  artist’s  daugh¬ 
ter. 


called  “Anne  in  White”  and  was  painted  by  the  girl’s  father,  George 
Bellows.  A  good  portrait  not  only  shows  a  good  likeness  but  reveals 
something  of  personality  and  temperament.  What  does  this  portrait 
tell  you  about  Anne  as  a  person?  Most  people  say  that  she  is  shy, 
quiet,  and  “a  nice  girl.”  We  feel  sure  that  she  would  have  charming 
manners  and  never  be  noisy  or  bold.  Portraits  can  tell  a  great  deal 
about  people.  A  good  portrait  painter  must  be  able  to  paint  character 
as  well  as  noses  and  eyelashes! 
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When  artists  paint  pictures  of  people,  their  aims  may  be  quite  dif¬ 
ferent.  When  Isabel  Bishop  painted  “A  Young  Woman”  she  was 
interested  in  showing  a  type  of  girl  that  she  sees  on  the  streets  near 
her  studio.  When  George  Bellows  painted  “Anne  in  White”  he 
wanted  to  show  her  personality  and  temperament.  Other  artists  who 
paint  pictures  of  people  may  be  interested  in  showing  still  other  ef¬ 
fects.  For  example,  an  artist  may  wish  to  create  a  beautiful  decorative 
effect  with  his  drawings  of  the  human  figure.  We  enjoy  such  pictures 
for  rhythmic  movement,  interesting  proportions,  good  balance,  and 
pleasing  emphasis  in  the  composition  of  the  figure. 

Other  artists  who  paint  pictures  of  people  intend  to  tell  a  story  in 
each  picture.  Such  pictures  are  illustrations.  They  may  be  dramatic, 
amusing,  sad,  or  imaginative,  depending  upon  the  story.  You  will 
hnd  it  interesting  to  study  the  illustrations  in  current  weekly  and 
monthly  magazines.  Learn  the  names  of  the  illustrators  whose  names 
you  like  best,  and  note  their  ways  of  drawing  figures,  expressing 
character,  and  telling  a  story.  With  a  little  study  you  will  be  able  to 
recognize  their  work  before  you  see  the  names. 

A  class  discussion.  Can  a  photograph  or  a  painting  tell  a  story 
more  effectively?  Why? 

Nonrealistic  pictures.  All  the  paintings  that  we  have  discussed 
express  some  form  of  realism;  that  is,  they  represent  some  aspect  of 
nature  as  it  really  is.  Another  type  of  picture,  quite  opposite  from 
the  realistic,  has  become  popular  with  many  modern  painters.  There 
are  many  kinds  of  nonrealistic  pictures,  and  we  do  not  have  space  in 
this  chapter  to  discuss  all  of  them. 

“Israel,”  shown  on  the  opposite  page,  is  a  painting  by  Samuel  Ro¬ 
senberg.  It  is  painted  in  a  style  which  is  generally  called  semiabstract. 
Here  the  artist  has  taken  the  figure  of  a  Jewish  rabbi  sitting  in  the 
synagogue  and  has  given  it  a  kind  of  design  treatment.  The  head  has 
been  elongated  and  squared  into  a  blocklike  shape,  the  diagonal  lines 
of  the  face  are  emphasized,  and  most  realistic  details  are  omitted. 
Shapes  and  forms  in  other  parts  of  the  canvas  echo  the  straight  and 
diagonal  lines  of  the  head  and  face.  The  colors  are  rich  and  deep  sug¬ 
gesting  the  quality  of  stained  glass.  It  seems  as  though  the  painter 
might  have  seen  this  old  rabbi  sitting  in  the  darkened  interior  where 
the  light  from  stained-glass  windows  played  tricks  with  reality. 

Why  did  the  artist  choose  to  treat  the  figure  in  this  semiabstract 
fashion  instead  of  a  more  realistic  manner?  Had  he  shown  the  old 
rabbi  as  he  really  looked,  interest  would  have  been  centered  on  that 
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“Israel”  by  Samuel  Rosenberg  is  a  semiabstract  painting  in  which  the  artist  di¬ 
rects  our  thoughts  to  the  history  of  a  people  rather  than  to  a  description  of  one 
man. 


one  man,  his  appearance  and  his  character.  The  abstract  figure  com¬ 
pels  us  to  think,  not  of  one  man,  but  of  many  men,  of  the  whole 
Jewish  people,  their  history,  and  their  sufferings.  In  other  words,  we 
are  forced  to  think  in  terms  of  larger  thought  consciousness.  Al¬ 
though  we  think  in  terms  of  abstract  ideas,  yet  our  emotional  re- 
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An  amusing  bit  of  fantasy  called  “ Siesta ”  painted  by  Doris  Lee. 


sponses  are  involved.  When  the  artist  shows  us  what  he  thinks  and 
feels,  as  he  does  in  this  case,  the  result  is  known  as  expressionism. 

Fantasy,  nonrealism,  and  surrealism.  The  modern  movement  in 
painting  includes  a  definite  tendency  away  from  reality.  One  type, 
known  as  surrealism,  is  based  on  the  psychology  of  the  subconscious 
mind.  Surrealistic  paintings  express  the  unreal  quality  of  things  felt 
and  seen  in  dreams.  In  some,  the  effect  is  created  by  incongruity,  the 
putting  together  of  objects  and  scenes  which  would  not  normally  be 
found  together.  The  results  may  be  strange,  weird,  and  fantastic  with 
no  purpose  other  than  to  plunge  the  observer  into  a  queer,  dream¬ 
like  state.  Some  surrealistic  paintings  are  playful  and  some  are  seri¬ 
ous.  Some  have  meaning  and  some  do  not,  but  all  are  nonrealistic. 

The  picture  reproduced  above  is  an  amusing  bit  of  fantasy  by 
Doris  Lee  called  “Siesta.”  Perhaps  it  is  based  on  the  unconscious 
desire  for  certain  types  of  physical  comforts.  The  girl  is  peacefully 
reposing  on  a  nice  soft  bed  surrounded  by  open  country.  She  has 
everything  that  she  could  want  for  a  bit  of  luxurious  relaxation — a 
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book,  a  bowl  of  luscious  cherries,  chocolates,  and  birds  to  sing 
sweetly.  What  more  could  she  desire  for  solid  comfort?  There  is  only 
one  jarring  note  in  this  dreamlike  state  of  perfect  bliss,  the  rooster 
which  will  crow  loud  and  long! 

Why  nonrealistic  pictures?  Why  is  it  that  so  many  present-day 
artists  prefer  to  paint  nonrealistic  pictures?  To  many  people,  their 
paintings  are  strange  and  childish.  Some  believe  that  modern  artists 
cannot  draw,  and  therefore  make  up  a  “crazy”  kind  of  picture  which 
does  not  require  skill  in  drawing.  It  is  not  true  that  they  cannot 
draw.  Many  of  them  are  excellent  draftsmen,  but  they  have  definite 
reasons  for  preferring  to  do  nonrealistic  painting.  They  believe  that 
people  who  like  naturalistic  pictures  should  be  satisfied  with  photo¬ 
graphs.  They  ask,  why  should  the  artist  waste  his  time  copying  na¬ 
ture?  Let  the  camera  do  that.  They  believe  that  the  artist  should 
create  something  from  his  own  thoughts  and  feelings,  something  that 
the  camera  cannot  reproduce.  Some  of  them  like  to  paint  in  abstract 
terms  to  make  you  think  and  feel  in  terms  that  is  not  possible  with 
a  realistic  painting.  Others  like  to  paint  in  terms  of  fantasy,  as  Doris 
Lee  did  in  “Siesta.”  Be  tolerant  of  modern  painting  and  you  will 
find  much  to  enjoy.  Try  to  understand  what  the  artist  was  aiming  at 
in  his  picture,  and  then  judge  how  well  he  accomplished  his  objec¬ 
tive. 

Etchings  and  lithographs.  The  pictures  which  we  have  just  been 
discussing  are  oil  paintings.  Although  not  many  of  us  can  afford  to 
hang  original  oil  paintings  on  our  walls,  most  of  us  can  manage  to 
secure  some  reproductions  of  fine  paintings.  However,  there  is  an¬ 
other  possibility  in  securing  pictures  for  our  walls.  Original  etchings 
and  lithographs  can  be  secured  at  reasonable  prices,  and  they  make 
very  good  wall  decoration.  The  etching  shown  on  page  248,  called 
“Peace  in  the  Valley,”  was  done  by  Luigi  Lucioni.  The  scene  is  Ver¬ 
mont,  as  you  might  guess  from  the  rolling  hills  and  magnificent  elm 
tree.  Etchings  are  made  on  copperplates.  The  artist  etches  lines  into 
the  plate  which  produce  the  picture.  From  this  plate  several  prints 
are  made,  but  only  a  limited  number  of  perfect  impressions  can  be 
made  from  one  plate.  After  that  the  plate  is  destroyed.  Each  print  is 
an  orginal  etching.  Most  etchings  are  black  and  white. 

Lithographs  are  also  made  by  printing  from  a  plate  which  the 
artist  prepares,  but  the  process  is  different  from  that  for  etchings. 
The  artist  draws  with  a  special  lithographic  crayon  on  a  specially 
prepared  stone  or  possibly  on  an  aluminum  or  zinc  plate.  Prints  are 
made  from  the  plate,  and  each  is  considered  an  original  lithograph. 
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An  etching  by  Luigi  Lucioni  called  “Peace  in  the  Valley 


To  understand  fully  how  lithographs  and  etchings  are  produced,  it 
is  necessary  actually  to  see  the  process.  However,  you  can  learn  to 
detect  the  difference  between  these  two  types  of  prints  by  examining 
them  closely.  Study  the  etching  by  Lucioni  above  and  you  will  see 
that  it  was  done  by  the  use  of  many  fine  lines.  This  is  much  easier  to 
see  in  an  original  etching  than  in  the  reproduction  in  this  book.  The 
fine  lines  in  an  etching  are  made  with  a  needle  which  cuts  through  a 
coating  of  wax  on  the  plate. 

The  pictures  in  your  home.  As  a  summary  to  this  brief  study  of 
modern  painting,  let  us  consider  the  important  points  which  should 
enter  into  the  selection  of  pictures  for  the  decoration  of  your  own 
home. 

1.  Choose  a  subject  which  means  something  to  you  personally.  If 
you  like  surrealism,  do  not  hesitate  to  select  a  surrealistic  picture 
even  though  your  friends  are  scornful  of  your  choice. 

2.  Decide  what  you  desire  from  your  pictures.  Do  you  want  the 
type  that  provokes  serious  thinking  about  the  problems  of  the  world, 
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or  do  you  prefer  quiet  subjects  with  no  meaning  other  than  a  decora¬ 
tive  spot  on  the  wall?  Either  choice  is  good  if  it  serves  your  needs. 

3.  Bear  in  mind  that  your  house  is  not  an  art  gallery.  You  cannot 
plaster  your  walls  with  pictures  and  expect  to  have  a  restful  and 
beautiful  home. 

4.  Consider  each  picture  thoughtfully  before  you  decide  whether 
to  hang  it  on  your  wall.  First  impressions  are  not  always  lasting  ones. 
A  picture  selected  in  haste  may  soon  become  a  bore,  and  one  which 
is  at  first  rejected  may  become  interesting  after  further  acquaintance. 

5.  Select  simple  and  functional  frames  for  your  pictures.  Heavy, 
elaborate  frames  are  not  necessary  for  the  protection  of  a  picture  or 
to  set  it  off  from  its  surroundings.  A  frame  should  harmonize  with 
the  picture  in  color,  weight,  and  general  appearance. 

Suggestions  for  further  study.  1.  If  you  are  interested  in  securing 
etchings  for  home  decoration,  write  to  the  Associated  American 
Artists,  711  Fifth  Avenue,  New  York  City  for  their  catalogue  and 
prices. 

2.  Appoint  a  committee  to  secure  information  about  lithographs. 

3.  If  possible,  arrange  a  demonstration  of  printing  an  etching  or 
a  lithograph. 

Japanese  prints  for  wall  decoration.  Still  another  kind  of  pic¬ 
ture  for  your  walls  is  the  Japanese  print.  The  one  shown  on  page  250 
is  an  old  one  and  is  very  valuable.  Other  prints  and  copies  from  them 
are  not  so  expensive.  Many  people  like  these  prints  for  wall  decora¬ 
tion,  but  others  do  not  like  them  because  they  do  not  understand 
their  meaning  and  beauty.  They  say  the  people  do  not  look  “nat¬ 
ural.”  The  Japanese  artist  does  not  try  to  make  his  people  look  real¬ 
istic.  He  is  interested  in  beautiful  lines  and  forms.  Look  at  the  lady 
shown  in  the  print.  Let  your  eye  follow  the  graceful  curves  of  the 
kimono.  The  smaller  curves  in  the  hand  and  face  blend  delightfully 
with  the  curves  of  the  costume.  Next  notice  the  swinging  rhythms 
of  the  cherry  tree  branches.  All  the  lines  flow  together  in  a  most 
beautiful  pattern.  Think  of  the  Japanese  print  as  a  design  and  you 
will  understand  its  meaning  and  beauty  more  easily. 

Japanese  prints  are  made  by  printing  from  wood  blocks.  Since 
several  prints  can  be  made  from  the  same  blocks,  you  may  find 
several  prints  that  are  alike. 

Suggestions  for  further  study.  1.  Practice  reading  character  from 
portraits.  Secure  copies  of  famous  portraits  and  try  to  read  character 
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from  each  one.  Remember  that  character  is  what  a  person  is  like, 
not  how  he  is  dressed  nor  what  he  does  for  a  living.  How  well  does 
your  character  analysis  of  portraits  agree  with  that  of  others  in  your 
class? 

2.  Collect  prints  of  the  type  of  picture  which  you  enjoy  most. 
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A  Japanese  print  called  “Lady  Standing  Under  a  Cherry  Tree.” 


Start  a  scrapbook  of  your  favorite  pictures.  Be  selective.  It  is  better 
to  have  a  few  good  prints  than  many  poor  ones. 

3.  Flower  prints  and  bird  prints  are  good  wall  decoration.  Collect 
flower  and  bird  prints  for  a  class  exhibition.  You  will  find  many 
attractive  ones  in  magazines  and  in  the  dime  stores. 

Frame  your  pictures  correctly.  Many  a  good  picture  has  been 
ruined  by  its  frame.  The  purpose  of  a  frame  is  to  serve  as  a  boundary 
line  and  to  set  the  picture  off  from  its  surroundings.  Pictures  are 
framed  in  order  to  protect  them  and  to  set  off  their  beauty.  The 
picture  is  the  center  of  interest,  not  the  frame,  and  never  should  the 
frame  call  attention  to  itself  or  detract  from  the  picture  in  any  way. 
Strangely  enough,  the  fashionable  thing  in  picture  frames  a  few  years 
ago  was  an  overornamented,  bright  gilt  type  of  frame  that  shrieked 
for  attention.  Such  a  frame  attracts  so  much  attention  that  it  is  al¬ 
most  impossible  to  look  at  the  picture.  Imagine  a  bright,  glistening 
gilt  frame  on  a  picture  full  of  dull,  rich  tones,  and  you  can  readily 
see  that  such  a  frame  fails  to  fulfill  its  artistic  mission. 

In  the  upper  picture  on  page  252  the  frame  acts  as  a  boundary  to 
the  picture  and  sets  the  picture  off  from  its  surroundings.  The  pic¬ 
ture  is  a  reproduction  of  the  famous  painting,  “Mother,”  by  Whistler. 
This  is  a  masterpiece  of  painting.  Every  art  principle  is  admirably 
expressed.  Can  you  point  out  how  perfect  balance,  fine  rhythmic 
movement,  interesting  proportion,  and  emphasis  are  attained?  It 
seems  impossible  that  anyone  should  take  liberties  with  such  a  beauti¬ 
ful  picture,  but  look  at  the  lower  picture  on  the  same  page.  The 
beauty  of  the  picture  is  ruined — all  one  can  see  is  the  ugly  mat.  A 
frame  should  never  change  the  size  or  shape  of  a  picture  even  slightly. 
The  artist  has  planned  the  picture  as  it  should  be  and  the  frame 
should  fit  the  picture. 

The  weight  of  the  molding  used  for  the  frame  should  be  deter¬ 
mined  by  the  color  and  other  characteristics  of  the  particular  picture. 
Pictures  with  strong  color  and  strong  contrasts  of  dark  and  light, 
those  expressing  considerable  action  or  movement,  and  oil  paintings 
require  heavier  frames.  See  the  frame  on  “Line  Storm”  by  John 
Steuart  Curry  on  page  253.  Care  should  be  taken,  of  course,  not  to 
go  to  the  other  extreme  and  use  moldings  that  are  so  heavy  that  they 
overwhelm  the  picture.  Pictures  that  are  lighter  and  more  delicate 
in  character  are  better  framed  in  lighter-weight  moldings.  The  etch¬ 
ing  shown  on  page  254  is  well  framed  in  its  narrow,  black  molding 
because  it  is  delicate  and  fine  in  character. 

The  desirability  of  the  mat,  sometimes  used,  depends  on  the  size 
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Two  styles  in  picture  framing.  Top:  A  simple  molding  which  is  harmonious 
with  the  picture  and  sets  it  off  to  advantage.  Bottom:  Horrible  effect  produced 
when  the  frame  mutilates  the  picture. 
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This  painting,  “Line  Storm ”  by  John  Steuart  Curry,  is  dramatic  and  has  strong 
contrasts  of  light  a?id  dark.  Therefore,  it  is  best  framed  with  a  wide  molding. 
The  light  value  of  the  frame  sets  off  the  dark  tones  of  the  picture. 


and  character  of  the  picture.  It  should  be  thought  of  as  part  of  the 
frame  because  it  serves  also  to  set  off  the  picture  from  its  surround¬ 
ings.  Most  pictures  look  better  framed  close,  but  in  the  case  of  a 
very  small  picture,  delicate  in  character,  a  mat  is  desirable.  It  is 
customary  to  use  mats  on  etchings  and  frequently  on  water  colors. 

Color  is  a  very  important  point  in  choosing  the  picture  frame.  A 
rule  that  is  generally  safe  to  follow  is  to  make  the  color  of  the  frame 
a  little  lighter  in  value  than  the  darkest  value  in  the  picture.  The 
color  of  the  frame  should  echo  the  color  in  the  picture.  Dull-gold 
frames  can  be  toned  with  the  dominant  color  in  the  picture,  thus 
making  the  frame  blend  with  the  picture;  and  yet  if  the  frame  is 
nearly  as  dark  in  value  as  the  darkest  tones  in  the  picture,  it  makes  a 
good  boundary  and  holds  the  picture  together.  The  old-fashioned 
bright-yellow  gilt  frames  were  never  good  in  color  because  they  were 
too  conspicuous  and  never  echoed  the  color  in  the  picture.  Nor  is 
the  black  or  dark-brown  wooden  frame  good  on  a  colored  picture 
because  it,  also,  fails  to  repeat  the  color  of  the  picture. 
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This  etching  is  well  framed  with  a  white  mat  and  a  narrow  black  molding. 


Margins  for  picture  mats.  Etchings,  lithographs,  and  some  other 
prints  are  generally  framed  with  mats.  This  offers  a  problem  in 
proportions.  How  wide  should  the  margin  be  on  the  top,  sides,  and 
bottom?  There  is  no  rule  to  tell  you  exactly  how  many  inches  should 
be  allowed,  but  there  are  general  rules  which  will  guide  you  in  de¬ 
ciding  upon  the  proportion  of  widths  for  these  margins. 

1.  The  bottom  margin  should  always  be  widest.  Our  feeling  that 
the  base  of  a  design  should  be  large  enough  to  support  the  top  has 
resulted  in  a  rule  for  page  margins.  The  bottom  margin  should  al- 


Wrong  Right  Wrong 


Diagrams  shoiuing  three  possible  ways  of  mounting  a  square  picture.  The  middle 
one  is  correct,  because  the  bottom  margin  is  wider  than  the  top  and  side  margins. 
This  is  necessary  for  a  feeling  of  stability. 


ways  be  wider  than  the  other  margins.  Compare  the  three  different 
ways  in  which  the  margins  are  arranged  in  the  above  illustration.  Do 
you  not  feel  that  the  first  arrangement  is  upside  down  and  that  the 
third  arrangement  looks  cut  off?  The  wider  margin  at  the  bottom  in 
the  second  arrangement  gives  the  most  satisfactory  effect.  A  wider 
margin  should  be  left  at  the  bottom  in  mounting  pictures,  writing  a 
letter,  arranging  a  page  in  a  notebook,  or  wherever  margins  are  re¬ 
quired.  The  wider  margin  at  the  bottom  gives  the  proper  feeling  of 
support. 

2.  For  a  square  picture,  the  top  and  side  margins  should  be  the 
same  width.  The  etching  shown  on  the  opposite  page  is  approxi¬ 
mately  square,  so  equal  margins  at  top  and  sides  with  a  wider  margin 
at  the  bottom  are  most  satisfactory  for  a  mat  on  a  square  picture. 

3.  For  a  vertically  shaped  picture  the  top  margin  should  be  wider 
than  the  sides.  Since  the  picture  has  an  up-and-down  movement  it  is 
essential  that  the  margins  repeat  this  feeling.  The  better  effect  in  the 
first  picture  on  page  256  is  the  result  of  a  top  margin  wider  than  the 
sides  and,  as  always,  the  widest  margin  at  the  bottom. 

4.  For  horizontally  shaped  picture,  the  top  margin  should  be  nar¬ 
rower  than  the  sides.  In  this  case  the  movement  of  the  eyes  is  from 
side  to  side,  and  the  margins  should  echo  this  effect.  The  first  picture 
on  page  257  is  mounted  more  pleasingly  than  the  second  one.  The 
second  one  shows  how  disturbing  it  is  when  the  proportions  of  the 
margins  are  reversed. 

Experiments  with  margins.  Select  a  picture  which  you  wish  to 
mount  and  experiment  until  you  have  found  the  margins  that  are 
most  satisfactory.  Lay  the  picture  on  a  large  piece  of  mounting  paper 
and  use  rulers  or  strips  of  paper  to  block  off  the  edges  of  the  mount. 
Experiment  by  moving  these  strips  near  to  and  farther  away  from 
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This  illustration  shows  the  same  picture  mounted  correctly  and  incorrectly.  Since 
it  is  a  vertical  picture,  the  top  margin  should  be  wider  than  the  side  margins. 
The  bottom  margin  should  be  widest. 


the  picture.  Watch  the  effects  as  the  proportions  of  the  margins 
change,  and  decide  which  are  best  suited  to  the  picture.  Do  not  be 
satisfied  until  you  are  sure  the  margins  are  the  best  that  you  can 
possibly  make.  It  is  this  sort  of  experiment  that  helps  us  to  develop 
a  feeling  for  fine  proportions. 

Spacing  which  produces  a  unified  effect.  Often  we  wish  to 
group  a  number  of  objects  to  make  a  unified  effect.  For  example,  we 
may  wish  to  hang  several  small  pictures  on  one  wall,  or  to  mount 
several  pictures  and  clippings  on  the  page  of  a  scrapbook,  or  to 
arrange  several  articles  on  a  shelf  in  a  china  cupboard.  In  each  of 
these  arrangements,  the  space  between  the  articles  should  be  less 
than  the  margins  around  the  outside.  Otherwise  the  effect  is  scattered. 
Notice  the  arrangement  of  the  camera  pictures  on  page  8. 

The  two  printed  pages  of  an  open  book  should  be  thought  of  as 
two  parts  of  one  design,  or  as  a  horizontal  panel.  If  the  spacing  is 
correctly  planned,  the  space  between  the  two  pages  will  be  less  than 
the  outside  margins.  Since  the  two  pages  make  a  horizontal  panel, 
the  top  margin  should  be  narrowest,  the  side  margins  wider,  and  the 
bottom  widest  of  all. 
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Correct  Incorrect 


These  illustrations  show  correct  and  incorrect  mounting  for  a  horizontal  picture. 
The  side  margins  should  be  wider  than  the  top  margin,  and  the  bottom  margin 
should  be  widest  of  all. 


Problems  in  grouping  to  secure  unity.  1.  On  one  page  arrange 
two  or  more  pictures  or  some  pictures  and  paragraphs  of  written 
material.  Remember  that  the  page  is  to  have  a  unified  and  not  a 
scattered  effect. 

2.  Arrange  several  pictures  on  a  bulletin  board  so  that  the  effect 
is  unified. 

3.  Arrange  three  or  more  small  pictures  on  a  wall  so  as  to  make  a 
unified  and  pleasing  group. 

Hang  your  pictures  for  best  effect.  If  a  picture  is  worth  hang¬ 
ing  on  the  wall,  it  is  worth  hanging  so  as  to  show  it  off  to  advantage. 
Here  are  rules  for  hanging  pictures: 

1.  It  is  best  to  hang  pictures  so  that  wires  do  not  show.  It  is  now 
possible  to  buy  special  hooks  for  this  purpose  which  are  very  small 
and  do  not  mar  the  wall  but  which  support  considerable  weight. 
When  it  is  necessary  to  use  wires,  two  wires  should  be  used  which 
hang  from  two  hooks  on  the  molding,  rather  than  the  one  wire  which 
hangs  the  picture  from  one  hook.  The  one  wire  makes  a  triangular 
shape  which  is  not  in  harmony  with  the  shape  of  the  picture  and 
which  leads  the  eye  upward  away  from  the  picture. 

2.  Pictures  and  tapestries  should  be  hung  near  the  eye  level  instead 
of  near  the  ceiling.  It  is  ridiculous  to  hang  pictures  so  near  the  ceiling 
that  they  cannot  be  viewed  easily.  Rather  than  do  this,  it  is  better 
not  to  hang  them  at  all.  Such  an  arrangement  gives  a  wall  a  scattered 
appearance  lacking  in  unity. 

3.  Two  or  more  pictures  on  the  same  wall  should  be  carefully 
placed  with  relation  to  each  other.  Avoid  “odd’’  arrangements.  A 
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The  pictures  here  are  hung  so  that  they  become  part  of  the  whole  design  with 
emphasis  on  horizontal  lines. 


stairstep  arrangement  is  bad  because  it  leads  the  eye  up  to  the  ceiling. 
Irregular,  scattered  arrangements  should  always  be  avoided.  As  the 
eye  passes  from  one  picture  to  another  it  must  pursue  a  jumpy  up- 
and-down  path  that  makes  a  poor  rhythmic  movement. 

4.  Pictures  should  be  hung  flat  against  the  wall.  If  the  picture  tilts 
away  from  the  wall  at  the  top  it  does  not  seem  securely  fastened,  and 
sometimes  makes  an  ugly  shadow  at  the  edge  of  the  frame.  If  the 
screw-eyes  to  which  the  wires  are  fastened  are  placed  near  the  top  of 
the  frame  they  will  prevent  the  frame  from  tipping  forward. 

5.  A  picture  or  tapestry  should  not  be  crowded  into  a  space  that  is 
too  small  for  it.  There  should  be  sufficient  wall  space  around  it  so 
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This  group  of  pictures  is  hung  so  as  to  make  a  very  interesting  center  of  interest 
above  the  davenport. 


that  the  general  effect  is  not  cluttered.  For  a  picture  to  be  seen  to 
the  best  advantage,  there  must  be  plenty  of  space  around  it. 

6.  Select  the  best-shaped  wall  space  for  each  picture  or  tapestry. 
A  vertical  picture  fits  best  into  a  vertical-shaped  wall  space,  and  a 
horizontal  picture  fits  best  into  a  broader  space. 

7.  Pictures  and  tapestries  should  be  hung  with  respect  to  the 
pieces  of  furniture  that  are  placed  against  the  wall.  The  picture  or 
tapestry  should  form  a  part  of  the  group  with  the  furniture  rather 
than  be  isolated.  The  groupings  of  pictures  shown  on  these  two 
pages  are  well  related  to  pieces  of  furniture.  Unless  a  picture  is  hung 
near  a  table,  davenport,  or  other  piece  of  furniture,  it  is  likely  to 
look  “lost.” 

Suggestions  for  further  study.  1.  Criticize  the  way  the  pictures  are 
hung  in  your  school  building.  Remember  that  criticism  includes 
good  as  well  as  bad  points. 

2.  Have  you  rehung  any  pictures  at  home?  Tell  how  you  made  an 
improvement. 

3.  Find  a  picture  in  a  magazine  which  shows  a  picture  hanging  on 
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a  wall.  Be  prepared  to  show  this  picture  to  your  class  and  tell  them 
why  it  is  well  hung  according  to  the  rules  you  have  just  learned. 

4.  Set  a  small  group  of  furniture  on  one  wall  of  your  classroom. 
Use  a  table,  bookcase,  or  desk  on  which  you  arrange  some  decorative 
accessories.  Try  hanging  a  picture  above  this  group.  Move  the  pic¬ 
ture  around  until  the  class  agrees  that  the  best  place  has  been  found. 
Remember  that  the  picture  should  be  a  part  of  the  group. 
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CHOOSING  AND  USING  DECORATIVE 

ACCESSORIES 


Decorative  accessories  may  contribute  much  to  the  livable  and 
comfortable  atmosphere  of  a  home.  Clocks,  mirrors,  vases,  pic¬ 
tures,  candlesticks,  and  ash  trays  all  help  to  make  a  house  more  liv¬ 
able.  Without  them  rooms  are  bare  and  fail  to  give  the  feeling  that 
they  are  lived  in.  With  too  many  articles  of  this  kind,  rooms  have  a 
cluttered  and  confused  appearance.  Mantelpieces,  tops  of  pianos,  and 
bookcases  loaded  with  pictures,  vases,  and  statues  make  a  room  seem 
crowded  and  untidy.  Numerous  pictures  plastered  on  the  walls,  sofa 
pillows  heaped  on  the  couch,  and  tables  overweighted  with  lamps, 
books,  bowls,  and  ornaments  are  in  decidedly  bad  taste.  To  those  of 
discriminating  taste  the  bareness  that  results  from  an  absence  of 
decorative  accessories  is  preferable  to  the  confusion  of  too  many. 

But  neither  extreme  is  necessary.  If  one  owns  many  interesting 
and  beautiful  pictures,  tapestries,  pieces  of  pottery,  copper,  or  brass, 
they  need  not  all  be  displayed  at  the  same  time.  Indeed,  to  make  a 
display  of  them  is  exactly  what  should  be  avoided.  It  suggests  too 
much  the  department  store  or  the  museum.  We  should  use  only 
those  things  which  fit  into  our  rooms  without  cluttering  or  over¬ 
decorating  them.  If  we  have  more  things  than  can  be  used  at  one 
time,  some  of  them  should  be  kept  stored  away.  They  can  be  ex¬ 
changed  at  intervals  for  those  in  use,  thus  obtaining  variety  in  decora¬ 
tive  accents. 

The  selection  of  our  decorative  accessories  should  receive  as  care¬ 
ful  consideration  as  that  given  to  other  furnishings.  The  same  prin- 
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Carnegie  Magazine 

Swedish  weaving  made  in  1773. 
It  was  probably  used  as  a  bed¬ 
cover,  but  it  is  suitable  for  a  wall 
hanging  because  of  the  interest¬ 
ing  stylized  pattern. 


ciples  of  art  studied  in  relation  to  tables,  rugs,  and  curtains  apply  to 
the  design  and  decoration  of  clocks,  sofa  pillows,  and  picture  frames. 
The  art  quality  of  home  furnishings  is  by  no  means  a  question  of 
cost.  To  be  sure,  some  of  the  most  beautiful  things  are  the  most  ex¬ 
pensive,  but  so  are  some  of  the  ugliest.  We  must  learn  to  judge  for 
ourselves. 

Decorative  accessories  for  the  walls.  Our  first  thought  in  plan¬ 
ning  to  make  a  wall  space  more  interesting  is  a  picture.  Pictures 
suitable  for  home  decoration  were  discussed  in  Chapter  10.  In  this 
chapter  we  are  concerned  with  other  kinds  of  decorative  accessories 
for  the  walls. 

Mirrors,  tapestries,  plaster  plaques,  and  clocks  all  make  good  wall 
decoration.  They  are  frequently  more  desirable  than  pictures  be¬ 
cause  they  may  be  less  expensive  and  they  may  give  variety.  Too 
many  pictures  in  one  room  may  seem  monotonous,  and  a  mirror  or 
tapestry  may  offer  harmonious  variety.  To  some  people,  a  “piece  of 
cloth”  hung  on  the  wall  is  queer.  To  other  people,  a  beautiful  design 
in  a  textile  is  just  as  beautiful  as  a  picture.  In  this  class  is  the  delight¬ 
ful  Swedish  tapestry  shown  above.  The  jolly  little  animal  forms, 
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A  modern  cretonne 
pattern  suitable  for 
a  wall  hanging.  The 
motif  is  “ The  Ride 
of  Paul  Revere.” 


trees,  girls,  and  flowers  make  a  charming  effect.  This  is  a  kind  of 
fabric  known  as  double  weaving.  It  was  woven  by  a  Swedish  house¬ 
wife  more  than  one  hundred  and  fifty  years  ago. 

Of  course,  it  is  a  valuable  museum  piece,  and  most  of  us  cannot 
afford  such  expensive  tapestries  for  our  walls.  Very  good  design  and 
color  in  tapestry  can  be  obtained  at  inexpensive  prices,  however. 
The  cretonne  shown  on  this  page  was  sold  at  fifty  cents  a  yard.  The 
theme  used  here  is  “The  Ride  of  Paul  Revere.’’  The  pattern  is  flat, 
conventionalized,  and  well  organized.  It  is  entirely  decorative  in 
character,  and  the  pattern  has  interest.  The  colors  are  dull  tones  of 
olive  green,  soft  yellow,  and  orange  in  small  spots — a  perfect  adja¬ 
cent  harmony.  A  yard  of  this  cretonne  made  a  very  nice  wall  decora¬ 
tion  above  a  big  green  davenport. 

In  selecting  a  wall  tapestry  we  should  avoid  the  pictorial  and 
choose  conventionalized  and  decorative  patterns.  A  picture  may  be 
truly  pictorial  and  give  a  realistic  impression  of  things  as  they  actu¬ 
ally  are,  but  it  should  be  the  purpose  of  the  tapestry  to  present  a 
design  which  is  conventionalized,  flat,  and  entirely  decorative  in 
character. 
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The  old  Colonial  mirror  makes  a  very  good  wall  decoration. 

In  the  above  illustration  we  see  how  attractively  a  mirror  may  be 
substituted  for  a  picture.  This  old  Colonial  mirror  has  beautiful  pro¬ 
portions  and  is  well  suited  in  style  to  the  desk  above  which  it  is  hung. 
Here,  also,  the  decorative  treatment  of  the  frame  makes  it  an  inter- 
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esting  wall  decoration.  When  selecting  a  mirror,  we  must  remember 
that  overornamentation  is  objectionable  and  that  the  use  of  too  many 
restless  curves  in  the  frame  cannot  produce  a  harmonious,  dignified 
effect. 

Wall  plaques  for  decoration.  Ceramic  tiles  make  good  wall 
decoration  when  they  are  chosen  for  their  art  quality  and  used  cor¬ 
rectly  on  the  wall.  Many  of  the  rules  which  apply  to  hanging  pictures 
also  apply  to  hanging  wall  plaques.  For  example,  they  should  be 
placed  so  that  they  are  related  to  a  group  of  furniture  and  other 
accessories.  The  clever  and  amusing  pair  of  wall  plaques  shown  on 
pages  266  and  267  would  make  a  good  decoration  above  a  bookcase 
or  desk.  The  plaques  are  called  “Downbeat”  and  “Trumpeter.”  The 
artist  has  stylized  the  figures  with  strong,  rhythmic  lines  that  are  very 
expressive.  One  can  almost  hear  the  wild  swing  of  the  music! 

Other  ceramics,  such  as  the  shallow  tray  shown  at  the  top  of  page 
270,  can  also  be  hung  on  the  wall  for  effective  decoration.  Plate 
hangers,  available  in  many  stores,  will  hold  them  safely. 

Suggestions  for  further  study.  1.  Borrow  several  kinds  of  wall 
tapestries  and  hang  them  in  your  classroom.  These  should  include 
cretonnes,  India  prints,  Chinese  embroideries,  block-printed  linen, 
and  real  tapestry  panels.  Study  each  piece  for  qualities  of  design  and 
color. 

2.  Visit  a  store  or  art  gallery  where  you  can  see  fine  textiles  suita¬ 
ble  for  use  as  wall  hangings. 

Decorative  accessories  for  mantels,  tables,  and  bookcases. 
There  are  dozens  of  articles  which  serve  as  decorative  accents  on 
mantels,  tables,  bookcases,  desks,  and  chests.  Vases,  boxes,  ash  trays, 
candlesticks,  clocks,  and  similar  objects  may  add  to  the  beauty  of 
our  rooms.  They  may  also,  of  course,  subtract  from  the  beauty  of  our 
homes.  Ugly,  fussy,  gaudy  decorative  accessories  can  make  the  best 
of  rooms  look  cheap  and  ordinary.  A  few  good  accessories  can  make 
an  ordinary  room  more  interesting. 

The  choice  of  good  accessories  does  not  depend  upon  your  pocket- 
book.  It  depends  upon  your  taste.  Good  design  and  color  are  no 
longer  confined  to  exclusive  art  stores  and  gift  shops.  Very  nice  exam¬ 
ples  of  pleasing  design  and  harmonious  color  can  be  found  in  the 
dime  stores.  They  are  even  to  be  found  in  the  chain  grocery  stores. 
Green  glass  bottles  of  interesting  shape  may  be  containers  for  prune 
juice,  but  they  make  excellent  containers  for  ivy  or  other  cut  plant 
materials.  Cider  bottles  of  dark  amber-colored  glass  are  excellent 
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This  delightful  ceramic  wall  plaque  is  by  the  American  artist  Dale  Nichols  and 
is  called  “Downbeat.” 


decorative  accessories  for  some  rooms.  The  bottles  in  the  middle  of 
each  window  in  the  illustration  at  the  top  of  page  350  are  cider  bot¬ 
tles.  Each  one  cost  twenty-nine  cents  filled  with  cider,  which  is  a  rea¬ 
sonable  price  for  cider.  On  a  printed  label  accompanying  each  bottle, 
the  manufacturing  company  stated  that  the  bottles  were  copied  after 
early  American  bottles.  Naturally  this  adds  to  their  interest.  One  of 
them  has  been  used  successfully  as  a  base  for  a  lamp. 

Several  illustrations  in  this  book  show  good  decorative  accessories 
used  in  room  decoration.  The  candlesticks  shown  on  page  16  are 
splendid  design.  The  blue  pottery  container  for  the  lilac  branches 
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“ Trumpeter ”  is  the  companion  wall  plaque  to  “ Downbeat ”  on  the  opposite  page, 
and  is  also  by  Dale  Nichols. 


on  page  19  has  fine  design  and  color.  It’s  cost  was  twenty-five  cents. 

Ornamentation  on  decorative  accessories.  We  have  learned  that 
decoration  should  enhance  structural  design,  and  this  is  just  as  true 
for  the  small  articles  of  furnishing,  which  we  call  decorative  acces¬ 
sories,  as  for  furniture.  The  Italian  vase  shown  on  page  268  is  beauti¬ 
fully  decorated  with  a  free  pattern  of  bird  and  floral  forms.  As  you 
can  see  from  studying  the  decoration,  the  pattern  is  applied  with  free¬ 
hand  brush  strokes.  The  contour  of  the  vase  is  excellent,  and  the 
decoration  fits  it  splendidly.  A  border  fits  around  the  collar  of  the 
vase,  and  another  around  the  bottom.  The  center  of  interest,  con- 
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An  Italian  vase  decorated  with  free  design.  The  decoration  is  applied  with  free¬ 
hand  brush  strokes.  It  fits  the  contour  of  the  vase  very  nicely.  The  center  of  in¬ 
terest,  consisting  of  large  bird  forms,  is  placed  at  the  bulge  of  the  curved  contour. 


sisting  of  the  bird  forms,  is  placed  at  the  greatest  bulge  of  the  curving 
sides.  Altogether,  the  effect  is  delightful.  This  vase  is  an  old  one  of 
considerable  value  which  most  of  us  could  not  afford  to  buy. 

In  the  opposite  illustration  is  a  box  decorated  with  a  similar  type 
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A  Mexican  “ thumbnail  lacquer”  box.  The  green  lacquer  teas  scratched  out  with 
a  thumbnail  while  still  soft.  This  is  another  example  of  free  design.  No  two 
panels  are  alike.  Each  panel  fills  the  space  very  successfully. 

of  design  which  is  more  likely  to  come  within  reach  of  our  pocket- 
books.  It  is  a  Mexican  box  decorated  with  “thumbnail  lacquer.” 
Green  lacquer  is  applied  over  ivory  lacquer,  and  while  the  green 
lacquer  is  still  soft,  the  pattern  is  scratched  out  with  the  thumbnail. 
This  is  also  free  design.  No  two  panels  are  alike.  Charming  animal 
and  floral  motifs  fit  their  spaces  perfectly.  The  box  itself  is  of  the  sim¬ 
plest  thin  wood  construction,  but  its  decoration  makes  it  beautiful. 

Modern  design  in  decorative  accessories.  The  modern  decorative 
dishes  on  pages  270  and  271  were  designed  by  famous  American 
artists. The  shallow  tray  at  the  top  of  page  270  is  suitable  for  an  ash 
tray  or  a  nut  or  candy  dish.  It  is  a  “free  shape”  which  is  most  in¬ 
triguing.  Why  should  dishes  be  round?  Isn't  this  free  shape  much 
more  interesting?  The  design  is  called  “Little  Harbor”  and  was  done 
by  Joe  Jones,  who  often  paints  the  sea  in  his  easel  pictures.  How 
many  motifs  can  you  find  that  tell  the  story  of  the  safe  little  harbor? 

The  decorative  bowl  at  the  top  of  page  271  is  also  an  interesting 
free  shape.  The  artist  is  Julio  de  Diego.  The  bowl,  which  may  be  used 
for  fruit  or  flowers,  is  a  rich  autumn-brown  outside  and  sea  green  in¬ 
side.  Notice  how  delightfully  the  abstract  decorative  pattern  enhances 
the  contours  of  the  bowl. 
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This  shallow  dish  in 
free  shape  was  created 
by  Joe  Jones,  a  very 
well-known  American 
painter. 
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“ Stately  Duck”  by 
Carl  Walters,  which  is 
very  stately  indeed. 
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This  free-shape  bowl 
is  pleasingly  orna¬ 
mented  with  an  ab¬ 
stract  pattern.  The  de¬ 
signer  is  Julio  de 
Diego. 
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“Cock  o’  the  Walk”  by 
Gwen  Lux,  and  very 
cocky  he  is! 
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Stylized  designs  in  statuettes.  Miniature  statues  are  very  popu¬ 
lar.  They  can  be  bought  at  any  price,  ranging  from  a  few  cents  to 
many  dollars.  Some  are  ugly,  some  are  amusing,  and  some  are  beauti¬ 
ful.  Once  more  it  is  your  own  good  taste  that  will  help  you  to  choose 
those  which  are  interesting  and  beautiful.  As  in  other  art  products, 
price  is  no  indication  of  art  quality.  A  fancy  gold  statue  set  with 
diamonds  can  be  gaudy  and  ugly. 

The  two  ceramic  birds  shown  on  pages  270  and  271  are  far  from 
realistic  representations.  “Stately  Duck”  by  Carl  Walters  at  the  bot¬ 
tom  of  page  270  is  a  dignified  little  bird  with  a  solemn  eye.  The  head 
is  crackled  white  with  black  markings  and  the  body  is  greenish  black. 
Notice  the  fascinating  rhythm  of  the  markings  as  they  swirl  around 
the  neck  and  breast. 

The  bird  shown  at  the  bottom  of  page  271  is  a  creation  by  Gwen 
Lux  and  is  called  “Cock  O’  the  Walk.”  Certainly  he  is  well  named. 
Did  you  ever  see  a  more  boastful  and  cocky  creature?  He  flaps  his 
wings  and  crows  to  assert  his  importance!  His  ruffled  feathers  are 
amusingly  expressed  with  sketchy,  irregular  markings.  Can  you  im¬ 
agine  a  more  complete  contrast  in  “personality”  than  the  “Stately 
Duck”  and  the  “Cock  O’  the  Walk”? 

Are  you  a  collector?  Do  you  collect  little  horses,  dogs,  or  other 
ceramic  figures?  It  is  an  interesting  hobby,  but  you  will  have  the  most 
fun  with  it  if  you  collect  according  to  a  plan.  Some  people  have  as 
their  only  aim  the  biggest  collection  possible.  Others  find  it  much 
more  interesting  to  collect  pieces  which  will  represent  different  types. 
Suppose  you  are  collecting  horses.  Instead  of  trying  to  acquire  more 
than  anyone  else  has,  try  to  collect  horses  which  express  different 
ideas.  For  example,  you  might  wish  to  collect  only  stylized  or  “design 
horses.”  Some  of  the  types  would  be  a  streamlined  race  horse  ex¬ 
pressing  speed,  another  might  be  a  heavy,  draft-horse  type,  another  a 
gaited  saddle  horse,  and  so  on.  In  each  case  you  would  be  selecting 
horses  which  express  ideas  rather  than  just  adding  ten  more  horses  to 
the  first  hundred. 

Clocks  can  be  beautiful.  Anions:  the  useful  accessories  in  home 

O 

furnishing  is  the  clock.  In  times  past,  the  clock  has  been  dressed  up 
in  everything  from  a  Greek  temple  to  a  cuckoo-bird  cage.  Clocks  are 
most  attractive  however,  when  they  look  like  clocks.  The  design 
shown  on  the  opposite  page  was  produced  by  a  very  old  clock-manu¬ 
facturing  company,  but  it  is  a  very  up-to-date  design.  One  cannot 
help  but  enjoy  the  smooth  flowing  lines  of  the  mahogany  base  which 
holds  the  circular  clock  gracefully.  There  is  no  ornamentation  to  dis 
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Seth  Thomas  Clocks 


This  clock  design  is  junctional  and  beautiful. 

tract  one  or  to  disguise  the  clock.  It  is  a  clock  and  looks  like  a  clock. 
Again  we  have  a  design  that  is  thoroughly  functional  and  at  the  same 
time  attractive. 

Special  accessories  for  the  holidays.  The  fanciful  little  figures 
illustrated  on  page  274  are  candle  folk,  though  they  need  not  neces¬ 
sarily  be  burned  as  candles.  The  nativity  scene  has  great  charm. 
Mary,  Joseph,  and  the  baby  animals  pay  their  respects  to  the  Christ 
Child  in  the  manger.  The  scene  is  set  by  the  edge  of  a  mirror  lake 
among  pine  branches  and  holly  leaves. 

Using  your  decorative  accessories.  What  to  do  with  your  treas¬ 
ured  collections  and  other  decorative  possessions  is  sometimes  a  prob¬ 
lem.  Remember  always  that  they  are  intended  to  add  beauty  to  a 
room,  not  to  give  it  a  cluttered  appearance  or  to  add  hours  of  work 
dusting  and  caring  for  them.  Do  not  allow  your  walls,  tables,  mantel, 
and  desk  to  become  crowded  with  your  tapestries,  pictures,  vases,  and 
statuettes.  If  you  have  more  than  you  can  display  advantageously  at 
one  time,  let  them  take  turns. 
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The  problem  is  always  to  make  a  pleasing  arrangement  on  the 
mantel,  over  the  table,  or  wherever  it  may  be.  Do  not  think,  “Where 
can  I  put  this?''  Instead  ask  yourself,  “What  can  I  use  here  to  make 
a  good  arrangement?’’  The  arrangement  with  the  small  chest  shown 
on  the  opposite  page  was  carefully  planned.  The  miniatures  on  the 
wall  are  hung  so  that  the  lamp  and  candle  do  not  cross  them.  The 
bowl  of  ivy  and  the  vase  on  the  chest  add  interesting  variety  of  spac¬ 
ing.  The  whole  effect  is  unified  and  harmonious. 

Study  your  room  and  plan  how  you  can  use  your  accessories  to  the 
best  advantage. 

A  chamber  of  horrors!  We  cannot  pretend  that  all  the  decorative 
accessories  in  the  ten-cent  stores,  or  in  the  exclusive  art  shops,  are 
good  design.  Some  of  them  are  very  bad  indeed.  Of  course,  no  one 
wishes  to  spend  money  for  ugliness  and  absurdities.  Here  is  a  de¬ 
scription  of  some  atrocities  seen  on  one  trip  to  the  stores.  A  flying 
duck  carrying  artificial  flowers  on  its  back!  The  very  idea  is  absurd. 
No  respectable  duck  woidd  fly  around  with  flowers  sprouting  from 
its  back!  The  flowerpot  set  in  a  horse  is  just  as  bad.  It  is  made  like  a 
horse,  and  a  clumsy  horse  at  that.  What  horse  would  allow  plants  to 
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A  charming  table  setting  for  Christmas  Day. 


Associated  American  Art¬ 
ists,  Inc. 

A  pleasing  arrange¬ 
ment  of  decorative  ac¬ 
cessories  and  chest. 

grow  from  his  backbone?  Another  horror  is  a  plaster  head  of  a  pretty 
girl.  She  looks  as  though  her  head  had  been  neatly  cut  off  from  its 
body  and  pasted  against  the  wall.  This  little  novelty  exhibits  a  truly 
terrible  kind  of  realism.  It  has  a  real  feather  and  a  real  ruffle  pasted 
on  the  plaster  head!  Then  there  is  an  ash  tray  made  like  a  toy  sail¬ 
boat.  Why  a  sailboat  should  make  a  good  ash  tray  no  one  knows! 
You  are  supposed  to  scrape  your  ashes  on  the  edge  of  the  sail  and 
drop  them  into  the  boat.  As  a  matter  of  fact,  you  would  be  more 
likely  to  tip  the  whole  thing  over! 

The  most  dreadful  idea  of  all  was  a  string  holder  made  in  the 
shape  of  a  girl’s  face.  The  string  comes  from  her  mouth! 

These  accessories  did  not  cost  much  money.  They  varied  in  price 
from  five  cents  to  twenty-five  cents.  But  whatever  the  price,  they 
were  expensive,  because  such  choices  are  a  waste  of  money.  Equally 
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ugly  and  ridiculous  decorative  accessories  are  to  be  found  in  exclu¬ 
sive  art  stores  and  gift  shops — for  example,  a  ten-dollar  fish  bowl 
consisting  of  a  large  bowl  balanced  on  the  nose  of  a  big  black  pottery 
seal;  a  five-dollar  kitchen  clock  with  a  frame  that  looks  like  a  tea¬ 
kettle;  and  a  three-dollar  ash  tray  made  to  represent  a  pair  of  hands 
which  hold  the  ashes. 

Suggestions  for  further  study.  1.  Collect  vases  and  bowls  for  use 
during  one  class  period.  Criticize  each  piece  for  contour  and  for 
decorative  design. 

2.  Study  the  decorative  accessories  shown  on  pages  43  and  44. 
Do  you  consider  their  choice  and  use  good  or  poor?  Why? 

3.  Have  a  class  discussion  regarding  the  choice  and  arrangement 
of  accessories  on  tops  of  dressers  and  dressing  tables. 

4.  Cut  two  pictures  of  decorative  accessories  from  newspapers  or 
magazines,  one  good  and  one  bad  design.  Mount  them  and  explain 
why  each  was  chosen. 

A  TEST  ON  DECORATIVE  ACCESSORIES 

I.  Collect  pictures  of  decorative  accessories  from  newspaper  and  maga¬ 
zine  advertisements.  Select  the  three  which  are  best  in  design  and  the 
three  which  are  poorest.  Mount  them  and  write  a  criticism  of  each  design. 
Exchange  papers  with  another  member  of  the  class.  Check  the  criticisms 
which  have  been  made,  and  add  any  others  that  may  occur  to  you. 

II.  This  is  a  test  of  your  ability  to  judge  art  quality  in  decorative 
accessories.  The  instructor  of  your  class  will  exhibit  five  articles  which 
vary  from  good  to  bad  in  quality  of  design.  Write  a  criticism  of  each 
article. 

III.  Answer  the  following  questions: 

1.  Is  an  expensive,  hand-painted,  imported  French  toilet  set  with 
portraits  of  Marie  Antoinette  painted  on  the  backs  of  the  mirror  and 
brushes  in  good  taste?  Give  your  reasons. 

2.  Is  a  large,  realistic  china  dog,  curled  up  as  though  asleep,  a  good 
decorative  accessory  to  place  beside  the  fireplace?  Why  or  why  not? 

3.  Would  you  choose  a  plain  bronze  ink  bottle  or  a  bronze  lion’s  head 
with  a  hole  in  the  top  for  your  pen? 

4.  Would  you  choose  a  pair  of  book  ends  which  consist  of  large  rec¬ 
tangular  blocks  of  glass,  or  a  pair  with  pretty  little  china  figures  as  decora¬ 
tion? 


Chapter  12 


GARDEN  BEAUTY  INSIDE  THE  HOUSE 


Flowers  and  potted  plants  in  the  house  add  a  touch  of  beauty  that 
speaks  of  gracious  living.  A  bowl  of  zinnias  on  the  table  and  a 
pot  of  ivy  on  the  mantel  are  accessories  which  add  charm  to  the 
routine  of  everyday  life.  There  is  a  fascination  about  live,  growing 
things  which  appeals  to  almost  everyone.  Those  who  wish  to  live 
pleasantly  do  not  mind  taking  the  time  and  trouble  to  cut  some 
garden  flowers  and  arrange  them  for  the  house  or  to  water  and  care 
for  their  potted  plants. 

There  are  numerous  pictures  in  this  book  showing  lovely  rooms 
enhanced  by  plants  and  flowers.  Turn  through  the  pages  and  notice 
the  bowl  of  bittersweet  on  the  chest  shown  on  page  43,  the  huckle* 
berry  leaves  in  the  white  urns  on  the  mantel  shown  on  page  78,  the 
spring  flowers  on  the  table  shown  on  page  146,  the  blooming  plants 
on  the  stone  ledge  next  to  the  fireplace  illustrated  on  page  195,  and 
the  ivy  plants  on  the  chest  shown  on  page  391. 

Beauty  in  many  plant  materials.  Perhaps  you  do  not  have  a 
garden  and  cannot  afford  flowers  from  the  florist.  This  means  that 
you  cannot  have  cut  flowers  in  your  house  all  summer,  but  there 
are  other  ways  in  which  you  can  manage  to  have  the  beauty  of  plant 
life.  You  might  occasionally  buy  a  few  flowers  from  a  farmer’s  market 
for  special  occasions,  or  you  might  find  wild  flowers  growing  where 
you  are  allowed  to  pick  them.  If  you  look,  you  can  find  beauty  in 
flowers  that  are  generally  considered  weeds.  Very  attractive  bouquets 
can  be  made  from  Queen  Anne’s  lace  and  black-eyed  Susans.  Golden- 
rod,  joe-pye  weed,  and  other  common  plants  provide  very  good  ma- 
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terial  for  effective  decoration.  In  the  fall,  there  are  autumn  leaves 
and  many  dried  materials  such  as  milkweed  pods,  plume  grass,  and 
bittersweet  which  make  excellent  arrangements. 

Besides  these  cut  materials  you  can  use  potted  plants  and  bulbs 
for  home  decoration.  Narcissus  bulbs  in  a  low  bowl  are  pleasing 
from  the  moment  they  begin  to  sprout  until  they  bloom.  An  African 
violet,  a  pot  of  ivy,  sansevieria,  cactus,  and  philodendron  are  avail¬ 
able  in  small  sizes  for  a  minimum  expenditure,  and  you  have  the 
pleasure  of  watching  them  grow. 

If  you  care  enough  for  garden  beauty  in  your  home,  you  can  find 
a  way  to  have  it. 

Flower  arrangement  is  important.  Garden  flowers  are  beautiful. 
Why  cut  them  and  bring  them  into  the  house  unless  you  treat  them 
with  respect?  It  requires  no  great  genius  to  make  a  nice  arrangement 
for  your  table  or  mantel.  It  does  require  care  and  thought.  Flowers 
cannot  be  jammed  carelessly  into  a  vase  if  they  are  to  show  off  to  the 
best  advantage.  Here  again  the  principles  of  art  and  color  harmony 
are  important.  Your  study  of  design  and  color  will  give  you  a  good 
start  in  flower  arrangement. 

Flower  arrangement  has  become  a  great  hobby  with  many  people. 
Flower  shows  are  held  by  garden  clubs  all  over  the  country,  with 
prizes  offered  for  the  best  arrangements.  Flower  arrangement  is  a 
form  of  art  that  is  popular  with  everyone.  Those  who  do  not  have 
the  courage  to  enter  a  competition  may  have  fun  arranging  flowers 
in  their  own  home.  In  this  unit  of  work  we  are  concerned  especially 
with  flower  arrangements  for  our  own  homes. 

Choose  the  right  place  for  your  flower  arrangement.  Your 
first  thought  in  making  a  flower  arrangement  should  be  concerned 
with  where  you  will  use  it.  Do  you  need  one  for  the  dining-room 
table,  for  the  mantel,  or  for  a  bookshelf?  Or  are  you  going  to  enter 
it  in  a  flower  show?  A  flower  arrangement  for  each  of  these  places  has 
particular  requirements.  The  dining-room  table  requires  one  that  is 
not  too  tall  and  that  may  be  viewed  from  any  angle.  The  mantel 
requires  one  that  fits  into  the  arrangement  of  decorative  accessories 
and  is  seen  only  from  the  front,  with  the  wall  for  a  background.  The 
same  things  are  true  of  an  arrangement  for  a  bookcase  except  that 
the  arrangement  of  decorative  accessories  will  be  different.  A  flower 
arrangement  for  a  flower  show  must  conform  to  the  specified  require¬ 
ments. 

When  you  select  your  flowers  in  the  garden,  think  where  you  will 
use  them.  It  will  help  you  to  pick  the  right  colors,  the  right  kinds. 


and  the  right  amount.  If  you  want  them  for  the  living  room  and  the 
color  scheme  is  green  and  rust,  then  bright  pink  roses  will  not  look 
so  well.  Yellow  or  white  ones  will  harmonize  better.  If  you  want  a 
low  mass  arrangement  for  the  dining-room  table,  then  zinnias  and 
larkspur  will  be  better  than  gladioli. 

If  you  know  where  you  are  going  to  use  a  flower  arrangement,  you 
will  not  pick  a  great  many  more  flowers  than  you  need.  It  is  best  not 
to  use  more  than  one  or  possibly  two  arrangements  in  the  same  room. 
A  bouquet  is  generally  a  center  of  interest,  and  we  know  that  only 
one  chief  center  of  interest  is  pleasing.  Too  many  bouquets  will  make 
your  rooms  look  like  the  horticultural  hall  at  the  county  fair! 

Of  course,  we  cannot  always  choose  the  special  kind  of  flowers  we 
should  like  to  have.  The  garden  does  not  always  supply  them,  and 
our  friends  sometimes  present  us  with  their  own  choice  of  flowers. 
In  such  cases  we  must  decide  where  the  flowers  will  appear  to  the 
best  advantage.  Instead  of  sticking  them  into  a  vase  and  then  looking 
around  for  an  empty  spot  to  put  them,  consider  first  where  the  flow¬ 
ers  will  look  best,  and  make  an  arrangement  for  that  particular  place. 
This  will  make  a  great  difference  in  the  success  of  your  bouquets. 

Flower  arrangements  in  our  homes  should  harmonize  with  the 
color  scheme  and  fit  into  the  arrangement  of  decorative  accessories. 
A  bouquet  should  never  look  as  though  it  were  added  to  the  room 
after  all  other  arrangements  were  made.  It  should  be  a  part  of  the 
arrangement.  The  bowl  of  marigolds  shown  on  page  105  is  a  part  of 
the  arrangement  on  the  small  table.  The  arrangement  of  lilac 
branches  on  the  chest  in  the  picture  on  page  19  is  part  of  the  decora¬ 
tive  scheme. 

The  flower  arrangement  shown  on  page  280  was  definitely  planned 
as  part  of  the  whole  arrangement  on  the  desk  top.  Deep  pink  weigela 
and  pinkish-lavender  wisteria  in  a  rose-pink  pottery  vase  blends  beau¬ 
tifully  with  the  dull  red  mahogany  desk  and  the  summer  landscape. 
The  little  old-fashioned  lady  figures  are  blue  and  pink,  and  the  book 
covers  are  green,  gray,  and  rose.  The  lines  of  the  weigela  branches 
and  the  wisteria  blossoms  lead  the  eye  swiftly  into  the  composition. 
Since  the  flower  arrangement  is  large  it  is  placed  nearer  the  center 
than  are  the  books.  Altogether,  the  effect  is  stable  and  restful.  Im¬ 
agine  the  unfortunate  result  if  the  books  and  the  flower  arrangement 
were  transposed! 

Always  think  about  your  flower  arrangements  with  relation  to  the 
other  decorative  accessories  near  at  hand.  It  is  just  as  easy  to  place 
the  arrangement  advantageously  as  to  put  it  in  the  wrong  spot. 
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This  flower  arrangement  is  well  placed  in  relation  to  the  decorative  accessories 
on  top  of  the  desk. 


Choose  the  right  container.  There  should  be  harmony  between 
the  flowers  and  their  container.  Short-stemmed  flowers  should  not 
be  stuck  in  the  top  of  tall  vases,  as  on  page  281.  The  proportions  be¬ 
tween  the  vase  and  the  flowers  are  uninteresting.  A  general  rule  fol- 
lowed  by  many  experts  in  flower  arrangement  is  to  make  the  flower 
arrangement  one  and  one-half  times  as  high  as  the  container.  Or  if  it 
is  a  low  container,  as  on  page  283,  one  and  one-half  times  the  width 
of  the  container  may  be  used.  This  is  only  a  general  rule,  however, 
and  many  successful  arrangements  vary  from  it.  Long-stemmed  flow¬ 
ers  stuck  into  a  small  container  are  just  as  bad  as  short-stemmed 
flowers  in  a  tall  container.  Choose  your  container  with  an  eye  for 
proportions,  both  for  practical  reasons  and  beauty  of  effect. 

Containers  should  stay  in  the  background.  A  container  should 
not  be  so  elaborately  decorated  that  it  draws  attention  to  itself  rather 
than  to  the  flowers.  The  flowers  should  always  be  the  center  of  in¬ 
terest.  Neither  of  the  vases  on  page  281  is  a  good  container  because 
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of  the  undesirable  ornamentation.  The  spray  of  flowers  on  the  vase 
at  the  left  attracts  as  much  attention  as  the  flowers  at  the  top. 

The  color  of  the  container  is  also  important.  It  should  not  be  more 
forceful  than  the  colors  in  the  flowers.  For  instance,  a  brilliant  pink 
vase  would  overwhelm  the  delicate  pink  of  apple  blossoms,  and  an 
intense  orange  bowl  would  ruin  the  beauty  of  pale  yellow  daffodils. 
The  color  of  the  container  should  blend  with  the  color  of  the  flowers 
and  leaves.  The  tall  vase  shown  on  page  285  is  a  dull  green  which 
harmonizes  well  with  most  stems  and  leaves. 

Costly  containers  are  not  necessary.  It  is  not  necessary  to  buy 
special  vases  and  bowls  for  flower  containers.  With  a  little  ingenuity, 
you  can  find  all  sorts  of  interesting  containers.  Shiny  tin  cans  from 
which  the  labels  have  been  removed  make  very  good  containers.  One 
of  the  small  tin  cans  which  comes  with  frozen  orange  juice  is  excel¬ 
lent  for  a  small  arrangement.  A  row  of  these  shiny  little  cans  set 
close  together  makes  a  very  interesting  container  for  a  long-shaped 
arrangement  suitable  for  the  dining  table.  A  tin  can  set  inside  a 
basket  makes  a  good  container. 

Exploration  of  the  kitchen  will  produce  many  interesting  con- 


Two  very  poor  flower  arrangements.  Left:  Short-stemmed  flowers  should  not  be 
stuck  in  the  top  of  a  tall  vase.  Right:  The  effect  is  monotonous,  because  the 
flowers  and  vase  are  equal  in  proportion.  Containers  should  not  be  elaborately 
decorated,  for  they  attract  too  much  attention. 
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Mrs.  David  R.  Kellogg 

A  mass  arrangement  combining  several  kinds  of  flowers.  Grouping  of  each  kind 
of  flower  is  more  pleasing  than  a  hit-or-miss  arrangement.  The  two  gaillardia 
blossoms  make  a  good  center  of  interest. 

tainers — an  oblong;  aluminum  baking  tin,  a  dark-green  sdass  bottle 
which  contained  prune  juice,  a  small  yellow  mixing  bowl,  a  white 
china  bowl  from  the  best  set  of  dishes,  and  other  everyday  articles. 

Plan  your  arrangement.  After  the  right  container  has  been 
found,  the  next  problem  is  to  decide  on  the  general  plan  of  the  ar¬ 
rangement.  Here  you  must  call  on  all  your  knowledge  of  the  princi¬ 
ples  of  design  and  color.  A  good  arrangement  must  have  emphasis, 


Arrangement  by  Mrs.  G.  L.  Lincoln,  Madison,  Wis. 

An  arrangement  of  gladiolas  and  Phitzer’s  juniper  which  has  a  horizontal  rhyth¬ 
mic  movement. 

pleasing  proportions,  rhythmic  feeling,  and  balance  from  side  to  side 
and  from  top  to  bottom.  All  these  things  you  must  think  about  at 
once!  Let  us  see  how  the  design  principles  are  expressed  in  the  flower 
arrangements  pictured  in  this  section. 

Emphasis  in  flower  arrangements.  Look  at  the  arrangement  on 
the  opposite  page  and  you  will  see  at  once  that  the  two  large  gail- 
lardia  make  a  good  center  of  interest.  Without  them,  the  arrange¬ 
ment  would  lack  a  focal  point.  Several  different  kinds  of  flowers  were 
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combined  in  this  arrangement,  and  the  two  largest  and  brightest 
were  selected  for  the  center  of  interest.  Notice  their  position  in  the 
arrangement.  A  good  rule  to  remember  is  that  the  center  of  interest 
should  be  low  and  near  the  center. 

In  the  arrangement  of  gladiolias  and  Phitzer’s  juniper  on  page  283 
a  center  of  interest  was  created  with  a  horizontal  group  of  the  largest, 
fullest  blossoms.  For  this  type  of  arrangement  it  is  a  good  idea  to  let 
the  flowers  cover  the  edge  of  the  container.  This  helps  to  make  a 
unified  effect  or  to  “tie’’  the  bouquet  and  container  together.  Notice 
also  the  delightful  rhythmic  lines  in  this  arrangement  created  by 
the  stalks  of  flowers  and  branches  of  juniper. 

Proportion  in  flower  arrangements.  We  have  already  learned 
one  rule  for  flower  arrangements  that  depends  on  this  principle  of 
art.  The  plant  material  should  be  one  and  one-half  times  as  high  as 
the  container.  Of  course,  there  are  exceptions  to  this  rule.  It  is  often 
better  to  let  a  tall,  slender  leaf  or  spike  of  flowers  extend  two  or 
three  times  as  high  as  the  container.  This  is  shown  in  the  arrange¬ 
ment  of  gladioli  on  page  285.  The  tips  of  the  leaves  and  buds  extend 
twice  as  high  as  the  container,  but  the  principal  mass  of  the  flowers 
conforms  to  the  rule.  In  this  arrangement,  the  container  was  placed 
on  a  square  block  base.  This  adds  a  third  element  to  the  arrangement. 
It  is  pleasing  in  its  effect,  because  it  adds  weight  to  the  bottom  of  the 
design. 

The  principle  of  proportion  is  a  reminder  that  equal  spaces  are 
monotonous.  If  you  cut  all  the  stems  the  same  length  your  flower 
arrangement  is  sure  to  be  monotonous.  See  how  this  was  avoided  on 
page  285.  Gladioli  generally  come  with  long  stems  all  about  the  same 
length.  Some  people  feel  that  to  cut  them  is  wrong,  but  you  cannot 
make  a  good  arrangement  unless  you  cut  some  of  them.  Some  expert 
flower  arrangers  lay  their  flowers  in  groups  on  a  table,  and  decide 
which  groups  should  be  short  stemmed  before  even  beginning  to 
make  the  arrangement.  Thus  they  get  variety  in  the  spacing  of  their 
bouquets. 

Rhythm  in  flower  arrangements.  The  crab-apple  blossoms 
shown  on  page  286  have  been  arranged  to  make  a  rhythmic  line 
harmony.  It  is  especially  easy  to  see  rhythmic  movement  in  this  type 
of  arrangement.  Here  the  eye  travels  easily  back  and  forth  along  the 
delightful  swinging  curves.  There  is  a  lovely  rhythmic  repetition  of 
the  same  curve  in  the  branches  and  in  the  container;  this  creates  a 
close  harmony  of  lines. 

Often  the  shape  of  the  container  gives  the  keynote  for  the  treat- 
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Mrs.  David  R.  Kellogg 

An  arrangement  of  gladioli  with  a  strong  vertical  rhythm.  One  tall  spike  of 
flowers  is  balanced  by  two  leaves  and  a  smaller  flower. 

ment  of  rhythmic  line  in  the  arrangement.  In  the  picture  on  page  287 
the  rounded  contour  of  the  vase  is  echoed  in  the  curve  of  the  ar- 
temisia  and  in  the  shape  of  the  blossoms.  The  drooping  stems  at  the 
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Mrs.  David  R.  Kellogg 

Crab-apple  blossoms  in  a  pottery  vase.  There  is  a  nice  rhythmic  movement  in  the 
branches  which  echoes  the  shape  of  the  vase. 

left  blend  into  the  same  circular  movement.  The  flowers  and  vase 
are  unified  partly  by  the  flower  forms  which  droop  over  the  edge  of 
the  vase,  half  concealing  its  top.  In  the  above  picture  you  will  see  that 
some  of  the  apple  blossoms  fall  below  the  edge  of  the  vase.  This  is 
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Mrs.  David  R.  Kellogg 

Single  white  chrysanthemums  and  artemisia  in  a  pottery  vase.  This  arrangement 
shows  especially  nice  relationship  beticeen  flowers  and  container. 

also  true  in  the  pictures  on  pages  282  and  285.  It  helps  to  “tie”  the 
two  parts  of  the  design  together. 

Good  rhythmic  movement  in  a  flower  arrangement  never  allows 
crossed  stems.  A  crisscross  arrangement  of  stems  and  leaves  is  bad. 

o 


Suggestions  for  further  study.  1.  Point  out  how  rhythm  is  ex¬ 
pressed  in  the  arrangements  on  pages  287  and  289. 

2.  Make  a  diagrammatic  study  of  the  rhythmic  line  in  the  arrange¬ 
ment  on  page  283.  Draw  an  oval  representing  the  container.  Then 
draw  seven  circles  representing  the  flowers.  Last  draw  seven  lines 
representing  the  lines  of  stems  and  branches. 

Balance  your  arrangements.  Formal  balance  is  seldom  used  in 
flower  arrangements.  Plant  materials  do  not  lend  themselves  to  bi- 
symmetric  balance.  Informal  distribution  of  “weights”  in  flower  ar¬ 
rangements  seems  more  natural  and  appealing.  (Remember  the  see¬ 
saw  on  page  15?)  Study  the  balanced  effect  in  the  arrangement  on 
page  287.  Imagine  a  dividing  line  down  the  center,  then  notice  how 
the  white  chrysanthemums  lean  far  to  the  left  and  are  balanced  by 
two  larger  blossoms  near  to  the  center  and  a  spray  of  artemisia  which 
swings  to  the  right  and  back  again.  The  feeling  of  balance  is  espe¬ 
cially  pleasing. 

Suggestions  for  further  study.  How  is  a  balanced  effect  obtained 
in  the  arrangement  of  gladioli  on  page  285?  In  the  arrangement  of 
milkweed  pods  on  page  291? 

Color  harmony  in  flower  arrangements.  Nature  presents  us 
with  many  beautiful  colors  in  flowers.  It  is  our  problem  to  use  these 
beautiful  colors  in  a  beautiful  way.  We  have  already  mentioned  the 
first  color  problem  in  making  a  good  flower  arrangement — the  selec¬ 
tion  of  the  right  color  for  a  container.  When  more  than  one  kind  of 
plant  material  is  used  in  the  arrangement,  we  have  another  problem 
in  combining  colors.  Even  the  addition  of  extra  foliage  is  a  color 
problem.  Not  all  greens  in  leaves  are  harmonious.  Some  are  yellowish 
and  some  are  bluish.  Some  greens  are  silvery  and  others  are  frosty 
white.  Some  are  fine  textured  and  others  are  coarse.  Naturally,  some 
combinations  are  harmonious  and  others  are  not. 

The  best  way  to  tell  whether  colors  harmonize  or  not  is  to  “try 
them  on  the  eye.”  Continued  practice  will  tell  you  when  they  blend. 
As  someone  has  said,  “One  look-see  is  worth  a  million  tells.”  Your 
previous  color  study  should  help  you  to  see  color  harmony  in  flower 
arrangements. 

Every  type  of  color  combination  imaginable  is  possible  with  flow¬ 
ers.  Here  are  a  few  suggestions.  A  fine  monochromatic  harmony  can 
be  made  with  deep  blue  bachelor’s-button,  blue  larkspur,  and  pale 
blue  forget-me-nots.  Another  good  monochromatic  harmony  can  be 
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Flower  Grower  Magazine;  photograph  by  Jack  Roche 


This  lovely  winter  bouquet  would  bring  beauty  to  any  room. 


289 


made  from  bright  yellow-orange  zinnias  and  pale  yellow-orange  snap¬ 
dragons.  A  delightful  adjacent  harmony  can  be  created  using  blue, 
pink,  and  purple  asters.  Another  lovely  adjacent  harmony  can  be 
made  from  yellow,  orange,  and  deep  red-orange  marigolds.  Many 
complementary  combinations  are  possible.  Pale  pink  roses  with  their 
own  pale  green  leaves  and  stems,  lilac  with  yellow  tulips,  purple  and 
yellow  iris,  orange  nasturtiums  with  deep  blue  verbenas  are  all  good 
complementary  combinations.  Triad  combinations  are  also  easy  to 
make.  For  example,  pink  sweet  peas,  blue  ageratum,  and  pale  yellow 
snapdragons  make  a  pleasing  triad  harmony. 

Remember  that  color  combinations  from  the  color  circle  are  not 
always  harmonious.  Scarlet  phlox  certainly  does  not  blend  with  deli¬ 
cate  salmon  pink  sweet  peas.  Pastel  blue  ageratum  does  not  har¬ 
monize  with  bright  yellow  marigolds.  In  general,  the  brilliantly 
colored  flowers  do  not  blend  with  the  delicate  tints  in  other  flowers. 
Remember  also  that  the  brilliant  colors  do  not  harmonize  easily.  The 
brilliant  scarlet  phlox  will  not  blend  with  equally  brilliant  orange 
marigolds. 

In  combining  different  colors  always  lay  the  flowers  together  before 
making  an  arrangement.  Do  they  blend,  or  can  the  harmony  be 
improved  by  removing  one  color?  In  other  words,  try  it  on  the  eye. 

Beauty  in  dried  arrangements.  When  winter  months  come,  it  is 
no  longer  possible  to  have  garden  flowers  in  the  house,  but  it  is 
possible  to  have  another  kind  of  garden  beauty.  It  is  just  as  easy  to 
have  as  many  lovely  bouquets  in  the  house  in  the  winter  as  in  the 
summer  and  at  very  little  expense.  Dried  arrangements  like  those 
shown  on  pages  289  and  291  are  available  to  anyone  who  plans  ahead 
and  gathers  the  material  in  the  fall.  There  are  many  garden  flowers 
which  you  can  grow  for  your  winter  pleasure,  and  many  that  grow 
in  the  fields  which  can  be  had  for  the  trouble  of  picking  them. 
Among  the  garden  flowers  that  are  desirable  for  winter  bouquets  are 
ageratum,  cockscomb,  strawflowers,  honesty,  statice,  and  many  types 
of  zinnias.  In  the  fields  you  can  find  teasels,  goldenrod,  thistles,  cat¬ 
tails,  joe-pye  weed,  Queen  Anne’s  lace,  and  others. 

These  should  be  gathered  when  they  are  in  their  prime,  that  is  in 
full  bloom.  Every  leaf  should  be  stripped  off  and  the  bunches  of 
flowers  tied  and  hung  upside  down  to  dry.  Later  they  can  be  put  in 
large  suitboxes  to  protect  them  from  dust  until  you  wish  to  use  them. 

The  milkweed  pods  and  dry  branches  in  the  arrangement  on  the 
opposite  page  are  lovely  in  rhythmic  movement.  One  cannot  help 
but  enjoy  it  even  though  it  is  made  from  a  common  weed.  The 
bouquet  shown  on  page  289  is  lovely  and  long  lasting.  It  is  full  of 
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Mrs.  David  R.  Kellogg 


Milkweed,  pods  and  bare  branches  in  a  pottery  pitcher.  This  is  a  fine  use  of  a 
common  weed.  It  makes  a  lovely  rhythmic  arrangement. 

beautiful,  soft  colors  ranging  from  the  dull  reds  of  the  cockscomb 
through  browns,  tans,  yellows,  and  greens. 

Christmas  greens.  At  the  holiday  season  we  decorate  with  Christ¬ 
mas  greens — pine  branches,  holly,  and  other  greens.  This  is  an  op- 
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Several  types  of  holders  which  are  useful  in  holding  flower  stems  in  place. 


portunity  to  use  other  very  effective  plant  materials  for  decorative 
arrangements.  Very  often,  the  greens  are  made  into  wreaths  or  sprays 
which  are  hung  on  the  door  or  in  the  windows.  They  remain  fresh 
for  a  long  time,  but  eventually  become  dry  and  brittle.  Keep  some 
of  the  greens  in  water  and  they  will  remain  fresh  for  weeks. 

A  low,  flat  container  filled  with  cedar  sprays  makes  an  attractive 
table  decoration  for  winter.  Pine  cones  pressed  into  the  little 
branches  help  to  make  the  arrangement  even  more  attractive.  Keep 
the  pine  cones  stored  away  in  a  box  between  seasons  and  you  will  get 
many  years  of  use  from  them.  During  the  holidays  you  may  wish  to 
use  Christmas  tree  ornaments  in  combination  with  the  greens  for 
a  lovely  decoration.  Remember  your  art  principles  when  you  make 
your  arrangements  of  Christmas  greens. 

You  must  have  good  holders.  None  of  these  flower  arrangements 
can  be  made  without  suitable  holders  to  keep  the  flowers  in  place. 
You  must  have  something  in  the  containers  to  keep  the  flower  stems 
from  wobbling  and  slipping  about.  Several  different  types  of  holders 
are  shown  above. 

The  flexible-wire  holder  shown  at  the  upper  left  corner  is  a  satis¬ 
factory  type  of  holder  because  it  keeps  the  flowers  firmly  in  place. 
The  wires  can  be  bent  to  hold  the  stems  at  any  angle  desired.  Below 
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Mrs.  David  R.  Kellogg 


A  good  decorative  arrangement  making  use  of  chestnut  branches  and  mullen. 


the  flexible-wire  holder  is  a  glass-block  holder.  This  is  the  least  satis¬ 
factory  of  all  the  holders.  The  holes  never  seem  to  be  in  the  right 
places  or  the  right  sizes  for  the  stems.  The  lead-strip  holder  shown 
hooked  over  the  top  of  the  glass  vase  is  especially  good  for  tall  glass 
vases.  It  is  flexible  and  can  be  bent  to  suit  the  arrangement.  It  can  be 
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hidden  with  leaves  or  foliage.  The  stems  will  show,  of  course,  in  a 
glass  vase.  In  no  case  should  the  holder  show  when  an  arrangement 
is  finished. 

Below  the  glass  vase  is  a  needle-point  holder.  These  needle-point 
holders  can  be  obtained  in  several  different  sizes.  They  are  very 
satisfactory  bcause  they  hold  the  flowers  firmly  in  place  when  the 
stems  are  pushed  down  upon  the  needle  points.  Crumpled  chicken 
wire  shown  at  the  upper  right  is  satisfactory  for  tall  pottery  vases. 
When  pushed  down  firmly  into  the  vase,  it  will  hold  flower  stems 
very  well.  Below  the  chicken  wire  is  a  bird-cage  holder.  This  is  satis¬ 
factory  for  many  types  of  containers,  especially  for  low  ones  where 
a  spreading  arrangement  is  desired. 

There  are  several  homemade  holders  which  are  very  useful.  A 
potato  cut  to  fit  the  bottom  of  the  vase  and  pierced  with  an  ice  pick 
makes  a  ^ood  holder.  Sand  in  the  bottom  of  the  container  can  be 
used  for  small  flowers  such  as  pansies  and  nasturtiums.  A  forked  stick 
wedged  into  the  top  of  the  container  serves  to  keep  the  flowers  in 
place.  Bits  of  hemlock  or  spruce  stuffed  into  the  container  will  also 
keep  the  flowers  from  slipping  about. 

Suggestions  for  the  study  of  flower  arrangements.  1.  Collect 
pictures  of  flower  arrangements.  Many  appear  in  magazines  and 
newspapers.  Criticize  each  arrangement  for  good  and  bad  points. 

2.  Your  teacher  will  hang  ten  pictures  of  flower  arrangements  in 
your  classroom.  Each  one  should  have  a  number.  List  the  three 
which  you  consider  most  interesting  and  the  three  which  you  con¬ 
sider  least  pleasing.  Compare  your  selections  with  those  made  by 
other  members  of  the  class.  Be  prepared  to  tell  why  you  made  each 
selection. 

3.  Bring  flowers  and  containers  to  school.  Divide  the  class  into 
groups  of  two  or  three  to  each  group.  Let  each  group  make  the  most 
interesting  arrangement  possible.  The  rest  of  the  class  will  criticize 
the  arrangement  according  to  the  rules  on  pages  295  and  297. 

4.  Hold  a  flower  arrangement  contest.  Perhaps  the  local  garden 
club  will  sponsor  it  and  help  with  your  show.  Your  flower  show 
might  include  such  classes  as  these:  an  arrangement  for  a  luncheon 
table;  an  arrangement  for  a  bookshelf;  an  arrangement  in  adjacents; 
an  arrangement  for  a  kitchen  window  sill;  an  arrangement  using 
dried  plant  materials. 

5.  Read  and  report  on  one  of  the  flower  arrangement  books  listed 
in  the  bibliography  at  the  end  of  this  book. 

Potted  plants  for  decorative  effect.  Day-by-day  enjoyment  of 
your  potted  plants  will  increase  100  per  cent  if  you  make  them  part 
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of  the  general  decorative  scheme.  If  you  have  only  one  plant,  it 
should  have  its  own  place  on  a  table  or  elsewhere.  It  should  provide 
a  point  of  interest  in  the  room  and  not  appear  to  be  an  extra  which 
has  to  be  crowded  into  the  space.  The  pots  of  ivy  shown  on  page  150 
form  a  center  of  interest  on  the  mantel  and  add  interest  to  the  gen¬ 
eral  effect.  The  sansevieria  on  the  table  shown  on  page  193  has  been 
assigned  to  a  spot  which  it  fills  very  pleasantly.  Its  height  helps  to  tie 
the  lower  shelf  of  the  step  table  to  the  tall  lamp  and  shade,  thus 
creating  a  unified  effect. 

When  you  have  several  plants,  try  hard  to  find  an  interesting  way 
of  showing  them  off.  In  the  picture  on  page  45  several  potted  plants 
are  used  to  create  a  delightful  window  garden.  Notice  that  each 
plant  has  plenty  of  room,  so  that  it  can  be  enjoyed  for  its  special 
kind  of  beauty.  The  long  lines  of  the  window  boxes  which  hold  the 
pots  help  to  unify  the  design  of  the  window  garden. 

The  picture  on  page  195  shows  two  very  interesting  arrangements 
for  potted  plants.  Some  of  them  are  set  directly  on  the  stone  ledge 
at  the  left  of  the  fireplace.  The  coffee  table  also  provides  an  inter¬ 
esting  arrangement  for  plants.  One  end  of  the  table  is  made  in  the 
form  of  a  tray  which  holds  some  philodendron  plants.  Their  glossy 
green  leaves  create  a  pleasing  feature. 

The  picture  on  the  next  page  shows  still  another  way  of  using 
potted  plants  as  part  of  a  decorative  scheme.  A  glassed-in  living  porch 
is  made  more  interesting  by  the  plants  set  on  the  window  sills.  This 
window  wall  might  have  been  very  bare-looking  without  the  plants. 

Suggestions  for  further  study.  1.  Use  one  class  period  for  making 
pleasing  arrangements  using  a  potted  plant,  books,  lamp,  pictures, 
or  decorative  accessories. 

2.  Report  on  interesting  ways  of  making  plants  a  part  of  a  dec¬ 
orative  scheme.  Describe  arrangements  that  you  have  seen  in  rooms 
or  found  in  pictures. 

SUMMARY  OF  RULES  AND  SUGGESTIONS 

The  principles  of  art  give  us  several  rules  and  suggestions  for 
making  good  flower  arrangements. 

1.  Decide  first  where  the  flower  arrangement  is  to  be  used. 

2.  Select  a  container  harmonious  in  color  and  shape  with  the 
flowers  to  be  used  in  it. 

3.  In  line  arrangements  work  for  interesting  repetitions  of  pleas¬ 
ing  lines. 
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Good  Housekeeping  Magazine  Decorating  Studio 


The  potted  plants  in  these  window 
room-porch. 


niches  add  interest  and  variety  to  the  living- 


( Continued  from  page  295 ) 


4.  The  lines  of  the  plant  materials  and  the  shape  of  the  container 
should  be  harmonious. 

5.  In  mass  arrangements  group  the  flowers  to  avoid  monotonous 
effects. 

6.  The  center  of  interest  should  be  low  and  near  the  center  of  the 
arrangement. 

7.  The  flowers  should  be  larger  than  the  container,  but  not  so 
large  as  to  appear  top-heavy.  That  the  flowers  should  be  one  and  one- 
half  times  as  high  as  the  container  is  a  general  rule. 

8.  Balance  arrangements  from  side  to  side.  Informal  balance  is 
useful. 

9.  Combine  colors  that  blend  harmoniously. 

10.  Beautiful  arrangements  may  be  made  with  common  materials 
and  containers. 

To  TEST  WHAT  YOU  HAVE  LEARNED  ABOUT  FLOWER 

ARRANGEMENT 

On  a  separate  piece  of  paper,  write  true  or  false  for  each  of  the  follow¬ 
ing  statements: 

1.  A  good  flower  arrangement  looks  well  anywhere. 

2.  A  perfect  flower  arrangement  is  attractive  from  any  angle. 

3.  Containers  should  harmonize  in  color  and  form  with  the  flowers. 

4.  Vases  decorated  with  floral  patterns  are  always  suitable  for  flower 
containers. 

5.  Properly  crossed  stems  add  interest  to  an  arrangement. 

6.  Great  care  should  be  taken  to  cut  stems  in  varying  lengths  for  the 
same  arrangement. 

7.  Large,  heavy  flowers  should  always  be  placed  at  the  top  of  an  ar¬ 
rangement. 

8.  When  different  kinds  of  flowers  are  combined,  each  kind  should  be 
grouped. 

9.  A  good  arrangement  never  has  any  leaf  or  blossom  hanging  down 
below  the  rim  of  the  container. 

10.  Weeds  can  be  used  to  make  beautiful  arrangements. 
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Chapter  13 


LIGHTING  FOR  BRIGHTER  LIVING 


ne  of  the  great  differences  between  the  homes  of  yesterday  and 


W  those  of  today  is  lighting.  Our  furniture,  wallpaper,  and  dra¬ 
peries  may  be  patterned  after  historic  styles  and  our  houses  may  be 
Cape  Cod  cottages  or  Southern  Colonial,  but  the  lighting  is  different. 
It  is  a  long  step  ahead  from  candlelight  to  modern  electric  lighting. 
Reading,  sewing,  studying,  or  writing  after  dark  must  have  been  a 
dim  business,  indeed,  for  our  ancestors. 

The  beginning  of  better  lighting  for  everyday  living  was  brought 
to  pass  when  Thomas  A.  Edison  invented  the  incandescent  light 
bulb.  In  the  early  days  of  this  new  type  of  lighting,  a  single  bulb  was 
hung  in  the  middle  of  the  room  where  it  beamed  brightly.  True,  it 
2;ave  more  lisht  than  the  outmoded  candle,  but  it  was  far  from  ade- 
quate.  Though  it  burned  more  brightly,  it  also  glared  in  the  eyes 
of  those  who  faced  the  center  of  the  room  and  at  the  same  time  left 
the  outer  edges  of  the  room  in  comparative  darkness. 

Adequate  lighting  for  the  modern  home.  What  does  adequate 
lighting  for  comfortable  living  include? 

1.  It  makes  tasks  anywhere  in  the  house  easier  to  do. 

2.  It  reduces  eyestrain  and  provides  more  comfortable  working 
conditions  for  working  after  dark. 

3.  It  has  flexibility — the  right  light  in  the  right  place. 

4.  It  adds  glamour  and  charm  to  the  everyday  scene. 

This  problem  requires  a  careful  room-by-room  study  of  lighting 
needs.  What  activities  are  carried  on  in  each  room  and  how  can 
adequate  light  be  provided? 
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Pittsburgh  Plate  Glass  Company 

There  is  plenty  of  light  by  day  and  by  night  in  this  kitchen. 


The  kitchen.  Adequate  lighting  for  this  room  includes  both  a 
central  light  on  the  ceiling  and  several  other  lights  located  in  the 
work  areas.  Many  activities  are  carried  on  at  the  sink,  preparing 
vegetables,  filling  water  glasses,  washing  dishes,  and  so  on.  Adequate 
light  can  be  supplied  from  a  lighting  fixture  directly  above  the  sink, 
as  shown  on  page  54,  or  it  may  be  recessed  in  the  ceiling,  as  shown 
above.  This  kind  of  built-in  trough  is  called  soffit  lighting.  An¬ 
other  kind  of  arrangement  for  area  lighting  is  shown  on  page  302. 
Here  the  light  is  hidden  behind  a  valance  board,  preventing  glare 
in  the  eyes  but  shedding  plentiful  light  below.  It  can  be  used  over 
the  sink  area  or  in  any  other  room  in  the  house.  If  the  sink  should 
stand  below  some  cabinets,  as  on  page  300,  lights  should  be  placed 
underneath  the  cabinet.  Isn’t  this  a  glamorous  effect?  The  lustrous 
sheen  of  the  stainless  steel  lighted  from  above  is  truly  luxurious. 
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Concealed,  lighting  underneath  the  cabinets  serves  both  utility  and  beauty. 

Lighting  for  the  kitchen  range  can  be  managed  in  any  of  the  same 
ways  as  for  the  sink  area.  If  the  range  stands  against  a  blank  wall  it 
can  be  lighted  by  a  fluorescent  frosted-glass  reflector  mounted  above 
it.  This  sheds  light  below  on  the  cooking  activities  and  serves  as  a 
shelf  above. 

The  food-preparation  area  in  the  kitchen  also  needs  special  light¬ 
ing.  If  pie-making  and  similar  processes  are  carried  on  at  a  counter 
below  storage  cabinets,  the  lighting  problem  is  easily  solved,  as  in 
the  case  of  the  sink  shown  on  page  54. 

Lighting  in  the  kitchen  should  eliminate  shadows  from  all  work 
areas.  Central  lighting  plus  additional  lights  directly  over  the  work 
areas  provide  adequate  lighting.  If  you  have  ever  had  the  experience 
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Here  is  an  interesting  lighting  effect — decorative  as  well  as  useful. 


of  working  in  a  kitchen  with  only  central  lighting,  you  know  that 
your  own  shadow  is  continually  frustrating  your  attempts  to  see. 

The  dining  room.  Lighting  requirements  in  the  dining  room  are 
opposite  to  those  in  the  kitchen.  Here,  it  is  the  center  of  the  room 
which  needs  the  most  lHht.  Instead  of  work  areas  located  around  the 
edge  of  the  room,  it  is  the  dining  table  in  the  center  which  should 


be  especially  well  lighted.  The  most  satisfactory  arrangement  is  a 
center  fixture  which  directs  the  light  downward  or  upward  or  a 
combination  of  both.  The  downward  light  gives  the  greatest  amount 
of  light  over  the  table,  accenting  the  gleam  of  silver  and  glass,  but  at 
the  same  time  it  tends  to  create  shadows  in  the  farther  parts  of  the 
room.  When  the  light  is  thrown  upward,  it  is  redirected  downward 
and  provides  a  more  even  distribution  of  light  with  fewer  shadows. 
A  combination  of  both  upward  and  downward  lights  creates  a  higher 
degree  of  illumination  with  a  brighter  effect  on  the  dining  table. 

In  some  dining  rooms,  recessed  spotlights  are  built  into  the  ceiling, 
thus  providing  for  highlighting  the  table.  In  this  case  some  supple- 
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Valance  lighting  creates  good  general  illumination  and  pleasing  effect. 


mentary  lighting,  such  as  side  lights  or  valance  lighting,  is  desirable. 

An  unusual  lighting  arrangement  for  a  dining  room  is  shown  on 
page  301.  Plywood  panels  are  alternated  with  lighted  niches.  This 
provides  sufficient  light  for  the  table  in  this  dining  alcove  and  at  the 
same  time  creates  a  soft,  lovely  illumination.  Useful  as  well  as  decora¬ 
tive,  the  lighted  niches  dramatize  the  accessories  very  agreeably. 

The  living  room.  Lighting  requirements  for  the  living  room  in¬ 
clude  general  lighting  for  conversation,  listening  to  the  radio,  or 
similar  activities,  and  also  lighting  at  specific  locations  for  reading, 
sewing,  playing  the  piano,  writing,  or  other  activities.  For  general 
illumination  and  creating  a  pleasant  effect,  valance  lighting,  as  shown 
above,  is  very  attractive.  In  this  room  the  valance  extended  all 
the  way  across  the  side  of  the  room.  Three  single  windows  gave 
a  choppy  appearance  to  the  wall  until  the  room  was  renovated,  and 
the  wall  was  made  a  focal  point  through  the  use  of  a  wall  curtain, 
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Fluorescent  cove  lighting  provides  pleasant  illumination,  and  a  portable  incan¬ 
descent  floor  lamp  offers  light  at  a  specific  location. 


the  wall-to-wall  valance,  and  a  continuous  line  of  illumination.  When 
valance  lighting  is  nsed,  drapery  materials  should  be  chosen  which 
reflect  light  satisfactorily.  Dark  colors  and  rough  textures  tend  to 
absorb  the  light  and,  therefore,  are  not  wise  selections. 

Another  type  of  overhead  lighting,  shown  in  the  picture  above, 
is  called  cove  lighting.  The  cove  extends  the  entire  length  of  the 
wall  and  tends  to  give  the  effect  of  a  low  ceiling.  The  intensity 
of  the  lighting  is  low  enough  for  watching  the  television  screen  in 
comfort  and  makes  pleasant  illumination  for  conversation  or  enter¬ 
taining.  Fluorescent  lighting  is  installed  in  the  cove. 

The  incandescent-type  portable  floor  lamp  at  the  left  is  turned  on 
to  give  concentrated  light  for  reading,  sewing,  or  playing  games. 
Portable  lights  should  be  conveniently  located  at  all  chairs  where 
one  might  wish  to  read,  sew,  or  do  other  close  work.  Another  method 
of  providing  adequate  light  for  close  work  is  the  fluorescent  wall 
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The  American  Home  Maga¬ 
zine 

Bracket  lighting  above 
the  desk  is  both  useful 
and  beautiful. 

bracket,  as  shown  on  this  page.  These  fixtures  add  pleasing  variety  to 
the  decorating  scheme. 

The  bedroom.  In  the  bedroom,  as  in  every  other  room,  adequate 
lighting  must  be  planned  around  the  special  needs.  Sleeping,  dress¬ 
ing,  facial  make-up,  and  often  sewing,  reading,  and  writing,  require 
special  types  of  lighting.  For  general  illumination  any  of  the  types 
which  we  mentioned  for  other  rooms  can  be  used.  A  ceiling  light, 
which  need  not  be  placed  in  the  center,  valance,  or  cove  lighting 
may  be  used.  For  facial  make-up,  twin  lights  on  the  dressing  table 
or  fluorescent  tubes  on  either  side  of  the  mirror  are  desirable. 

Various  types  of  lighting  are  available  for  use  at  the  head  of  the 
bed.  Your  choice  will  depend  on  the  general  style  of  furnishing  and 
your  personal  preference.  Table  lamps  at  either  side  of  the  bed  are 
convenient  and  blend  well  with  traditional  styles.  If  you  do  much 
reading  in  bed  you  may  wish  to  have  a  wall  bracket  with  fluorescent- 
tube  lighting  installed  above  the  head  of  the  bed.  Or  perhaps  you 
will  prefer  the  twin  lights  shown  on  page  100. 

The  bathroom.  Three  lighting  fixtures  are  considered  adequate 
for  the  bathroom,  one  on  either  side  of  the  mirror  and  one  on  the 
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ceiling  above  the  washstand.  The  side  lights  may  be  either  fluorescent 
tubes  with  plastic  or  glass  shades  or  incandescent  lights.  In  the  bath¬ 
room  shown  on  page  73  recessed  lights  are  used. 

Suggestions  for  further  study.  1.  Draw  a  floor  plan  of  a  room  in 
your  house  showing  where  the  lights  are  located.  If  you  think  the 
arrangement  can  be  improved  upon,  draw  another  plan  showing 
the  ideal  arrangement. 

2.  Make  a  list  of  the  points  that  should  be  remembered  in  lighting 
the  different  rooms  in  the  house. 

Good  design  in  lighting  fixtures.  There  is  probably  no  other 
small  article  of  furnishing  which  adds  to  or  detracts  so  much  from 
the  beauty  of  a  room  as  the  wall  bracket  or  central  lighting  fixture. 
In  the  daytime  these  fixtures  are  conspicuous  because  of  their  plac¬ 
ing,  and  at  night  they  become  centers  of  interest  when  they  are 
lighted.  The  central  fixture  and  the  wall  bracket  sketched  below 
are  particularly  ugly  because  of  their  weak,  fussy  curves,  uninterest¬ 
ing  proportions,  and  overornamentation.  Each  of  them  shows  a  bad 
mistake  from  the  standpoint  of  suitable  design. 

A  fixture  which  hangs  from  a  ceiling  should  never  give  the  im¬ 
pression  of  such  weight  that  one  questions  its  security.  The  center 
fixture  is  much  too  heavy  to  give  a  restful,  stable  effect.  The  wall 
bracket  is  not  pleasing  because  of  its  pretentious,  foolish  ornamenta¬ 
tion.  In  an  electric  light  fixture  it  is  indeed  silly  to  imitate  old- 
fashioned  candles  dripping  with  wax.  The  ruffled  cup  at  the  bottom 
of  each  candle,  supposedly  to  catch  the  candle  drippings,  is  an  added 
absurdity. 

Now  turn  your  attention  to  the  center  fixtures  and  wall  brackets 
shown  on  page  306.  The  center  fixtures  are  plain,  without  ornamen- 
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Chase  Brass  and  Copper  Co. 

Pleasing  designs  in  ceiling  and  wall  fixtures  which  will  harmonize  with  either 
traditional  or  modern  styles  of  furnishing. 


tation,  depending  upon  good  structural  design  for  their  beauty.  In¬ 
stead  of  being  suspended  by  a  chain  so  as  to  threaten  our  heads,  they 
are  fastened  close  to  the  ceiling.  Their  lines  blend  into  the  flat  surface 
of  the  ceiling,  and  we  feel  there  is  no  danger  of  their  dropping  upon 
us  unawares.  Both  of  them  may  be  termed  thoroughly  modern  in 
design  and  well  suited  to  use  as  electric  light  fixtures.  Here  there  is 
no  attempt  to  imitate  styles  of  the  past. 

The  two  wall  brackets  are  equally  well  suited  for  use  as  electric 
light  fixtures.  The  first  design  may  suggest  an  old-fashioned  lamp  or 
candlestick  with  its  chimney,  but  it  is  equally  pleasing  as  an  electric 
fixture.  The  second  design  is  thoroughly  modern  in  its  appearance. 
These  brackets,  as  do  the  central  fixtures,  depend  chiefly  upon  good 
structural  design  for  their  beauty.  Gracefid  curves  and  interesting 
proportions  are  the  very  basis  of  their  attractiveness.  The  turnings 
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but  none  of  these  below. 
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in  the  first  wall  bracket  and  the  grooves  in  the  second  merely  serve 
to  emphasize  the  basic  structure. 

Good  design  in  lamps.  Overornamentation  seems  to  be  a  common 
fault  in  the  design  of  lighting  fixtures  and  lamps.  In  our  search  for 
beauty  we  overload  our  lamp  shades  with  ruffles,  bows,  lace,  and  arti¬ 
ficial  flowers.  Lamp  bases  are  overdecorated  with  meaningless  scrolls 
and  are  made  in  strange  forms. 

The  table  lamps  in  the  lower  row  on  this  page  all  show  mistakes 
in  design.  The  first  is  bad,  almost  ludicrous,  because  of  its  perfectly 
round  shape  with  a  decorated  washtub  turned  upside-down  above  it. 

The  second  lamp  is  poor  design  because  the  base  is  clumsy  in  pro¬ 
portion  and  shape.  The  column-like  lower  part  and  the  urn-shaped 
upper  part  of  the  base  practically  divide  the  base  into  two  parts. 

There  is  no  unity  between  the  upper  and  lower  parts  of  the  lamp 
base,  and  though  the  result  may  not  be  actively  disagreeable  we  feel 
that  it  is  ordinary  and  uninteresting.  The  lamp  shade  itself  is  good 
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The  proportion  of  the  shade  in  relation  to  the  base  is  important.  Left:  Pleasing 
proportion  of  approximately  two  to  three.  Center:  Shade  is  too  large.  Right: 
Shade  is  too  small. 

in  shape  and  proportion,  but  it  cannot  save  the  base  from  seeming 
mediocre. 

The  third  lamp  is  obviously  bad  because  of  the  realistic  figure  used 
to  hold  up  the  lamp  shade.  We  do  not  like  to  think  of  a  figure  so 
real  in  its  effect  standing  endlessly  with  the  burden  of  the  lamp 
shade  on  her  back.  The  lamp  is  further  made  ridiculous  by  the  silly 
bow  pinned  to  the  edge  of  the  shade. 

The  lamps  in  the  upper  row  on  page  307  show  good  points  in  de¬ 
sign.  In  each  of  them  you  will  be  able  to  pick  out  simplicity  of  design, 
good  lines,  a  lack  of  ostentatious  ornamentation,  pleasing  propor¬ 
tions  between  base  and  shade,  and  suitability  to  use. 

Very  often  people  have  pottery  bowls  or  vases  made  into  lamp 
bases.  Then  they  are  confronted  with  the  problem  of  selecting  a 
shade  that  is  in  the  right  proportion  to  the  base.  In  the  drawings  on 
this  page  three  different  sizes  of  shades  have  been  tried  on  the  same 
base.  The  first  seems  most  harmonious  in  its  proportion,  the  second 
is  so  large  that  it  is  apparently  about  to  drop  over  the  base,  and  the 
third  is  so  small  that  it  has  a  skimpy  appearance.  The  height  of  the 
shade  above  the  base  is  also  an  important  factor.  If  the  shade  is  too 
low,  as  in  the  second  lamp,  or  too  high,  as  in  the  third  lamp,  the 
whole  effect  cannot  be  pleasing. 

Suggestions  for  further  study.  1.  Collect  pictures  of  lighting  fix¬ 
tures  and  table  lamps  showing  good  design.  Be  prepared  to  show 
your  pictures  and  explain  why  you  think  the  design  is  good. 

2.  Find  at  least  ten  pictures  in  other  chapters  of  this  book  showing 
good  design  in  table  lamps. 

3.  Arrange  for  a  demonstration  of  correct  lighting  by  an  expert 
who  can  show  you  the  correct  measurements  for  the  height  of  a 
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Top:  Floor  lamps  receiving  awards  in  the  Good  Design  Exhibit  sponsored  by 
the  Museum  of  Modern  Art.  Left:  First  prize  for  floor  lamps  by  Gilbert  A. 
Watrous.  Right:  Honorable  mention  for  floor  lamps  by  A.  W.  Geller  and  Marion 
Geller. 

Bottom:  Table  lamps  receiving  awards  in  the  Good  Design  Exhibit  sponsored 
by  the  Museum  of  Modern  Art.  Left:  First  prize  designed  by  Joseph  Burnet. 
Right:  Honorable  mention  designed  by  Robert  Gage. 
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lamp  and  its  distance  from  you  when  reading,  studying  at  a  desk, 
and  before  a  mirror  for  facial  make-up.  If  possible  secure  a  copy 
of  the  following:  The  Magazine  of  Light,  Vol.  19,  No.  4,  1950.  Lamp 
Department,  General  Electric  Company,  Nela  Park,  Cleveland, 
Ohio. 

New  designs  for  twentieth-century  lamps.  Historically  speak¬ 
ing,  electric  lamps  can  trace  their  ancestry  back  through  kerosene 
lamps  and  candlesticks  of  other  centuries,  so  it  is  natural  that  the 
first  designs  for  electric  lamps  were  adapted  from  forms  used  for 
earlier  types.  Quite  often  an  old  oil  lamp  has  been  wired  for  elec¬ 
tricity,  thus  retaining  the  “quaint’’  effect.  The  lamp  at  the  right  on 
page  179  may  have  been  converted  to  electricity  from  an  old  kerosene 
lamp  or  perhaps  it  was  a  gas-burning  lamp.  Possibly  it  was  made  to 
imitate  an  old  lamp  so  as  to  express  nineteenth-century  character. 
However,  the  wire  running  from  its  base  betrays  the  fact  that  it  is 
lighted  by  electricity.  The  kerosene  container  is  not  needed  for  any 
utilitarian  purpose,  only  for  camouflage.  Is  this  functional  design? 

Designers  of  the  twentieth  century  feel  that  electric  lamps  should 
express  their  true  character.  An  electric  lamp  should  look  like  an 
electric  lamp  and  not  an  imitation  of  an  old  oil  lamp. 

The  illustrations  on  page  309  show  lamp  designs  which  won 
awards  at  the  Good  Design  Exhibit  in  the  Merchandise  Mart  in 
Chicago,  sponsored  by  the  Museum  of  Modern  Art  of  New  York 
and  the  Merchandise  Mart.  If  these  styles  seem  strange  and  queer 
to  you,  remember  that  we  are  looking  for  new  and  different  designs 
which  are  suitable  to  electricity.  New  ideas,  new  concepts,  and  new 
materials  have  been  introduced  into  these  designs.  Perhaps  they  are 
no  more  strange  than  the  streamlined  automobile  in  comparison 
with  the  stagecoach  of  two  hundred  years  ago! 

The  long-necked  floor  lamp  won  first  prize  in  the  nation-wide 
competition.  The  long  stem  which  contains  the  wire  passes  through 
the  steel  ball  on  top  of  the  base  on  angle  so  that  the  light  can  be 
raised  or  lowered  and  swing  in  any  direction.  The  ball  rests  on  a  very 
powerful  magnet  which  is  set  at  the  peak  of  the  tripod  base.  The 
lamp  shade  is  fiber  glass  and  can  be  turned  up  for  indirect  lighting 
or  down  for  direct  lighting. 

The  floor  lamp  in  the  upper  right  of  page  309  works  on  an  entirely 
different  principle  and  won  an  honorable  mention  in  the  Good  De¬ 
sign  competition.  The  tripod  legs  are  used  to  hold  a  polished  brass 
urn  which  holds  the  light  bulb.  The  shallow  metal  reflector  on  the 
top  pivots  to  reflect  the  light  in  any  number  of  desired  angles. 
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The  table  lamps  illustrated  are  completely  different  in  type  and 
each  is  excellently  adapted  to  its  purpose.  The  lamp  at  the  left  won 
first  prize  for  table  lamps.  The  light  source,  contained  in  a  satin- 
polished  brass  urn  is  completely  separated  from  the  rest  of  the  lamp. 
A  perforated  metallic  reflector  above  is  supported  by  three  metal  legs. 
When  the  urn  is  centered  below  the  reflector,  the  result  is  fine  gen¬ 
eral  illumination.  When  the  urn  is  moved  slightly  away  from  the 
center,  the  light  is  thrown  in  that  direction. 

The  lamp  shown  at  the  lower  right  also  won  an  honorable  mention 
and  features  four  masonite  panels  which  surround  a  central  light 
source.  Each  panel  is  movable,  swinging  on  a  center  axis.  Many 
different  lighting  effects  can  be  secured  by  manipulating  the  panels 
at  various  angles  to  each  other. 


To  TEST  YOUR  TASTE  IN  LAMPS 

I.  What  is  your  opinion  of  the  lamps  shown  on  pages  18,  153,  and 
167?  Which  ones  do  you  like  best?  Why?  Which  one  would  you  select  for 
your  own  living  room?  Why? 

II.  You  should  now  be  able  to  judge  the  art  quality  of  lighting  fixtures 
and  lamps  according  to  the  principles  of  design.  Your  teacher  will  display 
six  designs  for  lighting  fixtures  and  lamps.  Write  a  criticism  of  each  de¬ 
sign,  telling  why  it  is  good  or  bad.  If  you  think  one  of  the  designs  is  partly 
good  and  partly  bad,  tell  what  is  good  and  what  is  bad  in  that  design. 

III.  Make  a  list  of  five  questions  which  you  will  ask  yourself  before 
you  choose  a  lamp  or  lighting  fixture.  These  questions  should  be  of  the 
same  type  as  those  on  pages  230  and  231. 
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Chapter  14 


HOMES  FOR  TODAY  AND 
TOMORROW 


Beauty  of  architectural  design  is  just  as  important  in  a  three-room 
cottage  as  in  a  ten-room  mansion.  Sound  construction  and  good 
materials  are  also  important  both  in  large  and  small  houses.  Func¬ 
tional  design  is  another  quality  which  is  of  utmost  importance  in 
any  house.  When  one  buys  a  house,  its  size  is  controlled  to  consider¬ 
able  extent  by  the  cost,  but  no  one  should  feel  that  beauty  and  utility 
are  not  possible  in  the  small,  low-cost  home.  Have  you  not  seen  a 
little  house,  lovely  as  a  dream,  that  you  would  far  rather  live  in  than 
a  great  monstrosity  of  a  house,  hideous  as  a  nightmare?  Beauty  is  not 
measured  in  terms  of  size  or  price  tags. 

Good  design  in  house  exteriors 

Good  architectural  design  means  that  the  architect  has  used  the 
principles  of  design  in  a  pleasing  way.  In  the  following  pages  we 
shall  discuss  the  use  of  these  principles  in  several  house  designs. 

Good  balance  in  exterior  elevations.  The  problem  of  balance 
in  a  house  elevation  is  the  same  as  an  arrangement  on  a  mantel  or 
bookcase.  Instead  of  balancing  vases,  pictures,  and  other  decorative 
accessories,  the  architect  balances  doors,  windows,  chimneys,  and 
gables. 

The  house  shown  on  page  314  is  an  excellent  example  of  formal 
balance.  The  doorway  is  placed  in  the  exact  center  with  one  window 
and  gable  directly  above.  This  central  part  of  the  design  is  flanked 
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on  either  side  by  windows,  pilasters,  and  chimney  arranged  in  a  bi- 
symmetric  pattern. 

This  house  was  built  nearly  two  hundred  years  ago  and  has  an 
interesting  history.  At  one  time  it  was  the  headquarters  of  General 
George  Washington,  and  later  it  was  the  home  of  the  poet  Henry 
Wadsworth  Longfellow.  It  is  an  imposing  house,  suggesting  the  im¬ 
portance  of  the  eminent  citizens  who  were  the  original  occupants. 
Its  formal,  solid  style  expresses  the  formality  of  the  way  of  life  in  the 
eighteenth  and  early  nineteenth  centuries.  Thus  it  is  functional  for 
the  kind  of  living  for  which  it  was  designed.  As  a  home  for  present- 
day  living,  it  is  not  well  adapted. 

The  design  of  the  small  house  on  page  315  is  a  good  example  of 
informal  balance.  The  doorway  and  gable  above  it  are  located  in 
the  approximate  center  of  the  wall.  The  big  chimney  and  the  win¬ 
dows  at  the  left  balance  the  large  gable  on  the  right.  Notice  that  the 
chimney  which  is  “heavy”  in  appearance  is  placed  near  the  center  so 
that  it  will  balance  the  big  gable  to  the  right. 

The  first  diagram  below  the  picture  shows  this  arrangement  of 
architectural  features.  The  diagram  at  the  right  shows  what  would 
happen  (in  visual  effect)  if  the  chimney  should  be  moved  to  the  other 
side  of  the  design. 

Do  you  notice  the  different  kind  of  effect  in  the  general  character 
of  the  house  which  results  from  the  use  of  informal  balance?  This 
house  has  none  of  the  formality  or  pretentiousness  of  the  house  on 
page  314.  In  spirit  it  seems  much  better  adapted  to  our  kind  of  life 
in  the  twentieth  century. 

Rhythm  in  house  exteriors.  The  house  shown  at  the  top  of  page 
316  is  an  excellent  example  of  rhythmic  line  and  form.  The  slanted 
roof  lines,  the  chimney  contour,  and  the  pediment  above  the  doorway 
form  a  harmonious  and  pleasing  effect.  For  a  very  disagreeable  line 
movement  look  at  the  lower  house  on  the  same  page.  The  lines  in  the 
decoration  of  the  gable  and  in  the  windows  lead  the  eye  in  at  least 
five  different  directions  at  once! 

Rhythm  in  the  exterior  of  a  house  is  also  expressed  in  the  orderly 
and  symmetrical  arrangement  of  doors  and  windows.  In  the  house 
shown  at  the  top  of  page  3 1 7  the  doors  and  windows  are  arranged  in 
an  orderly  rhythmic  repeat  which  is  pleasant.  Compare  this  with  the 
bottom  house  on  page  319,  where  the  windows  on  the  side  of  the 
house  have  apparently  been  placed  with  no  regard  for  orderly  ar¬ 
rangement  in  a  hit-or-miss  pattern.  Windows  often  are  well  placed 
on  the  front  of  a  house  but  are  left  to  chance  on  the  sides  and  rear. 
There  is  no  need  to  restrict  beauty  to  the  front  of  a  house! 

313 


The  Brown-Robertson  Co..  Inc. 


The  Craigie-Longfelloiu  house,  built  about  1760,  is  a  good  example  of  formal 
balance. 


Good  proportion  in  exteriors.  The  architect’s  first  problem  in 
proportion  is  to  choose  a  general  shape  which  has  good  relationship 
of  height  to  width.  If  you  were  asked  to  choose  the  house  which  has 
the  better  proportions  in  the  illustrations  on  page  317,  you  would 
choose  the  upper  because  the  horizontal  rectangle  is  more  pleasing 
than  the  square.  We  generally  like  houses  of  horizontal  proportions 
because  they  seem  to  be  more  harmoniously  related  to  the  ground. 

A  second  problem  in  proportion  is  the  spacing  of  doors  and  win¬ 
dows  so  as  to  avoid  monotony  and  to  achieve  interest.  The  first  house 
on  page  317  has  interestingly  spaced  windows.  Notice  that  the  upper 
windows  are  not  so  tall  as  the  lower  windows  and  that  the  lower 
story  of  the  house  appears  higher  than  the  upper. 

Another  problem  in  proportion  arises  when  two  materials  are  used 
in  the  exterior  of  the  house.  The  two  pictures  on  page  318  show  a 
good  and  a  bad  answer  to  this  problem.  In  house  A  we  find  an  in¬ 
teresting  proportion  between  stone  and  wood.  The  stone  predomi¬ 
nates.  In  house  B  we  find  a  most  uninteresting  combination  of  brick 
and  wood.  It  is  a  half-and-half  arrangement  which  gives  the  impres¬ 
sion  that  the  upper  part  of  the  house  does  not  really  belong  to  the 
lower  part. 

Emphasis  in  house  exteriors.  Every  house  exterior  should  have 
a  center  of  interest  just  as  in  any  other  design.  The  doorway  is  a 
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The  design  of  the  small  house  (top)  expresses  informal  balance  and  good  rhyth¬ 
mic  movement.  The  two  diagrams  ( bottom )  show  the  difference  between  good 
(A)  and  poor  (B)  arrangement  of  the  same  architectural  features. 
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natural  center  of  interest,  and  architects  frequently  emphasize  it,  as 
shown  on  pages  318  and  326.  Chimneys  are  sometimes  featured  as 
the  dominant  part  of  the  design,  as  in  the  houses  shown  on  pages  316 
and  370.  A  porch  or  a  group  of  windows  may  also  serve  as  a  center 
of  interest  as  seen  on  pages  324  and  365. 

Each  view  of  a  house  should  have  just  one  important  center  of  in¬ 
terest.  When  two  or  more  elements  vie  for  attention  the  result  is 
unfortunate.  In  the  lower  house  on  page  316,  the  porch,  the  round 


315 


( Text  continued  on  page  318 ) 


The  Creo-Dipt  Co.,  Inc. 


Two  house  designs  which  shoiv  the  differ¬ 
ence  beticeen  good  and  poor  line  move¬ 
ment.  Top:  Pleasing  effect  produced  by 
lines  of  roof,  chimney,  and  pediment.  Left: 
Ugly  effect  created  by  lines  of  windows, 
porch,  and  roof. 
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Two  houses  which  show  the  dif¬ 
ference  between  good  and  poor 
proportions  in  house  designs. 
Top:  Pleasing  rectangular  shape 
with  interesting  window  spacing. 
Right:  Uninteresting  square 

shape  with  ugly  window  and 
porch  spacing. 
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Tivo  materials  have  been  used 
in  the  construction  of  each  of 
these  houses.  Top:  Interesting 
proportions  between  stone  and 
zvood.  Left:  Uninteresting  pro¬ 
portions  of  wood  and  brick. 


( Continued  from  page  315 ) 

window,  and  the  decorated  gable  all  compete  for  attention  and  the 
effect  is  confusing. 

A  house  should  fit  its  site.  A  good  house  design  always  har¬ 
monizes  with  the  place  where  the  house  is  built.  A  house  that  looks 
well  on  flat  land  may  look  very  much  out  of  place  on  the  top  of  a 
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Two  houses  on  the  side  of  a  hill. 

Top:  This  house  fits  the  hill. 

Right:  This  house  was  not  de¬ 
signed  for  a  hillside. 

hill.  A  tall,  narrow  house  does  not  fit  the  top  of  a  hill.  It  gives  the 
impression  that  a  high  wind  might  blow  it  away. 

One  of  the  special  problems  in  planning  a  house  is  encountered  by 
those  of  us  who  live  in  a  hilly  country.  Most  houses  are  planned  to 
fit  a  flat  piece  of  ground.  Unfortunately,  many  people  build  the  kind 
of  a  house  on  the  side  of  a  hill  which  is  meant  to  be  built  on  a  flat 
piece  of  ground.  For  example,  look  at  the  second  house  shown  above 
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with  its  great  expanse  of  ugly  basement  wall.  Most  of  the  space  within 
this  ugly  basement  is  wasted. 

If  only  the  builder  of  the  house  had  planned  his  house  to  fit  the 
hill  he  might  have  had  one  or  two  lovely  rooms  on  the  lower  level 
with  wide  windows  looking  out  across  a  magnificent  view.  But  in¬ 
stead  he  followed  the  traditional  house  plan.  Probably  he  could  not 
conceive  a  living  room  at  the  “back”  of  a  house  or  bedrooms  on  a 
level  with  the  ground  at  the  “front”  of  the  house. 

Now  notice  the  other  house  on  the  side  of  the  hill  shown  on  page 
319.  It  fits  the  ground  so  nicely  that  at  first  you  may  not  realize  that 
the  house  is  two  stories  deep  on  one  side  and  one  story  deep  on  the 
other.  The  bedrooms  on  the  upper  floor  are  practically  on  a  level 
with  the  orara^e.  The  whole  effect  is  unified  and  harmonious. 

O  o 


Suggestions  for  further  study.  1.  Collect  pictures  of  houses  which 
express  the  principles  of  design. 

2.  Arrange  an  excursion  to  view  the  houses  in  the  neighborhood. 
Make  it  an  aim  of  your  expedition  to  discover  the  houses  which  are 
the  best  examples  of  balance,  rhythm,  proportion,  and  emphasis. 
You  will  find  many  violations  of  these  principles.  Suggest  ways  in 
which  these  mistakes  might  have  been  avoided. 

3.  Make  a  simple  line  drawing  showing  the  front  of  your  home  or 
any  other  house  that  you  may  choose.  Show  it  as  it  is  and  as  you 
would  like  to  remodel  it. 

4.  Be  prepared  to  discuss  the  following  topics  at  your  next  class 
meeting.  Give  your  opinions  and  have  arguments  and  illustrations 
to  support  your  ideas. 

Do  you  consider  it  right  for  a  city  to  make  building  regulations 
in  the  residence  portion  of  a  city  restricting  the  types  of  house  which 
may  be  built?  Can  it  be  legally  done  by  zoning  laws? 

Could  a  community  develop  public  opinion  which  would  check 
the  building  of  rows  of  many  houses  exactly  alike? 

What  civic  responsibility  does  one  have  in  planning  the  exterior 
of  a  house? 

5.  If  any  members  of  the  class  own  cameras,  an  interesting  ex¬ 
hibition  can  be  arranged.  Try  to  get  pictures  of  houses  that  illus¬ 
trate  as  many  of  the  points  as  possible  that  have  been  discussed  in 
this  problem.  Mount  the  pictures  and  put  them  on  a  bulletin  board. 
Then  see  if  the  rest  of  the  class  can  tell  what  each  picture  was  meant 
to  illustrate. 
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Color  problems  in  the  exterior  of  the  house 


Have  you  ever  noticed  as  you  walk  down  the  street  that  some 
houses  seem  to  shriek  for  attention  because  of  their  vivid  hues  and 
that  other  houses  we  do  not  see  because  of  their  drab,  uninteresting 
color?  Both  the  gaudy,  yellow  house  with  its  red  roof  and  the  dull, 
slate-colored  house  fail  to  blend  with  their  surroundings.  Perhaps 
their  owners  like  these  colors  and  therefore  desire  to  use  them  in 
large  quantities.  But  no  matter  how  well  we  like  a  thing,  it  is  some¬ 
times  disastrous  to  use  it  in  large  doses. 

Bright  color  is  used  on  a  signboard  to  attract  attention,  and  to  use 
the  same  color  on  a  house  accomplishes  the  same  result.  Most  of  us 
do  not  intend  to  paint  our  houses  for  the  purpose  of  advertising 
them.  On  the  other  hand,  it  is  not  necessary  to  paint  them  a  mud 
color  in  order  to  keep  them  in  the  background.  What  can  we  do  then 
to  make  our  houses  fit  into  their  surroundings? 

First  of  all,  we  must  remember  that  the  walls  of  a  house  form  a 
large  area  and  that  we  cannot  use  intense  color  successfully  in  large 
areas.  Consequently,  instead  of  using  a  screaming  yellow,  it  will  be 
better  to  use  a  soft  cream-ivory.  Next  we  must  consider  the  surround¬ 
ings  of  the  house,  the  houses  near  at  hand,  and  the  greens  of  the  grass, 
shrubs,  and  trees.  The  color  of  the  house  must  be  such  that  it  blends 
successfully  with  these  if  we  are  to  have  a  pleasing  effect. 

The  white  house  with  green  shutters  has  been  popular  for  many 
centuries  and  continues  to  be  satisfying.  The  green  shutters  echo  the 
green  of  the  foliage  and  tie  the  house  harmoniously  to  the  landscape. 
Sometimes  a  white  house  seems  bare  and  bleak.  This  generally  hap¬ 
pens  when  bluish  white  is  used  instead  of  cream  white.  Blue  is  a  cold 
color  and  cream  is  warm.  Other  colors  frequently  used  with  success 
are  buff,  gray-brown,  and  gray-green.  These  colors  fit  themselves 
into  the  natural  surroundings  of  trees  and  grass  better  than  reds, 
blues,  and  purples. 

When  houses  are  so  near  together  that  they  are  viewed  at  one 
glance,  their  colors  should  not  quarrel.  This  may  make  it  impossible 
for  us  to  use  the  color  that  we  should  really  like.  But  in  the  long  run 
the  color  which  blends  with  the  neighboring  houses  is  a  happier 
choice.  If  our  house  stands  between  two  white  houses,  it  is  taking  an 
unfair  advantage  of  our  neighbors  to  paint  it  a  chocolate  brown  or  a 
slate  gray.  Often  we  are  tempted  to  carry  out  our  individual  ideas  as 
to  the  color  of  a  house  regardless  of  the  surrounding  houses,  but  we 
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cannot  successfully  treat  a  house  as  an  individual  unit  when  it  is  seen 
as  part  of  a  group. 

In  our  attempt  to  “dress  up”  our  house  in  distinctive  coloring  we 
sometimes  use  many  colors.  In  a  house  recently  observed  the  lower 
part  was  painted  green,  the  upper  part  painted  buff,  the  shingles 
stained  red,  and  the  porch  and  trimmings  painted  brown.  Needless 
to  say,  the  house  appeared  to  be  a  hodgepodge;  it  could  hardly  appear 
anything  else.  This  is  a  glaring  example  of  bad  color  combination  in 
house  exteriors.  A  house  should  be  a  unified  whole,  and  its  color  can 
do  much  to  help  in  this  respect.  It  is  a  good  general  rule  to  say  that 
the  whole  house  should  be  painted  one  color. 

Manufacturers  have  come  to  realize  the  possibilities  of  fine  color 
effects  in  house  exteriors  and  are  producing  shingles,  tiles,  and  bricks 
in  a  wide  range  of  colors.  Have  you  ever  really  studied  the  color  in 
brick  walls?  Go  where  you  can  see  a  brick  wall  of  a  house  and  exam¬ 
ine  it.  Is  the  color  a  smooth,  flat  red  or  yellow?  Or  is  the  color  min¬ 
gled?  Stand  close  to  the  wall  so  that  you  can  see  the  separate  colors. 
Then  look  at  it  from  across  the  street  to  get  the  blended  effect.  If  you 
continue  your  study  of  color  in  bricks,  you  will  find  that  it  may  range 
from  an  orange-yellow,  through  orange,  red-orange,  red  to  violet. 

It  was  the  old-fashioned  idea  to  produce  bricks  that  were  perfectly 
smooth  and  flat  in  color.  But  now  we  have  discovered  how  much 
more  charming  is  the  effect  if  the  color  is  mingled  and  if  the  surface 
of  the  bricks  is  left  rough  in  order  to  produce  a  pleasing  quality  of 
texture.  Compare  for  texture  the  different  brick  walls  which  you  see. 
The  color  of  the  mortar  does  much  to  add  to  the  general  color  effect. 
Sometimes  it  is  white,  sometimes  black,  and  sometimes  colored  to 
blend  with  the  color  of  the  bricks.  Examine  the  walls  which  you  see 
and  notice  how  different  effects  are  obtained. 

Manufacturers  of  shingles  have  also  realized  the  possibilities  of 
color  effects,  and  people  have  been  quick  to  appreciate  the  artistic 
results.  Shingles  are  frequently  used  to  cover  the  whole  house  as  well 
as  the  roof,  as  shown  on  page  334.  Since  the  shingles  are  stained 
rather  than  painted,  the  texture  of  their  wood  is  apparent.  This  con¬ 
tributes  much  to  the  general  pleasing  quality  of  shingle  roofs  and 
shingle-covered  houses.  As  you  study  color  in  shingles  you  will  find  as 
much  variety  in  the  blending  of  colors  as  in  bricks. 

As  you  are  engaged  in  your  study  of  brick  and  shingle-covered 
houses  you  will  doubtless  find  many  stucco  houses.  How  many  differ¬ 
ent  texture  effects  are  you  able  to  find?  Can  you  find  any  in  which 
the  trowel  marks  are  left  as  a  part  of  the  texture?  How  many  dif- 
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ferent  colors  have  you  found  used  in  stucco?  You  will  notice  that 
the  warmer  colors — yellowish  tan  and  even  pink — are  more  pleasing 
than  the  cold,  colorless  grays.  If  you  have  visited  southern  California 
or  seen  colored  pictures  of  the  houses  there,  you  will  know  that 
brighter  color  is  used  in  the  stucco  houses  than  is  used  generally  in 
colder  climates. 

Suggestions  for  further  study.  1.  Select  a  brick  house  in  the  neigh¬ 
borhood  and  discuss  the  color  you  think  would  be  most  suitable  for 
painting  the  wood  frames  of  the  doors  and  windows. 

2.  Copy  the  colors  which  you  find  in  the  most  interesting  brick 
wall  that  you  have  seen.  You  can  use  either  crayons  or  paints  to 
reproduce  the  blended  effects  in  the  bricks. 

3.  Be  prepared  to  discuss  the  following  topics  in  class: 

Is  it  more  suitable  to  use  vividly  colored  house  exteriors  in  a 
tropical  climate  than  in  a  more  temperate  climate?  Why? 

Do  you  think  it  improves  the  texture  and  general  color  quality  of 
a  brick  wall  to  paint  it?  Why  or  why  not? 

What  is  your  opinion  of  the  color  in  the  exterior  of  your  school 
building?  Could  it  be  improved? 

Do  you  think  there  is  a  good  chance  for  a  harmonious,  unified 
effect  in  a  house  that  is  made  with  the  lower  portion  of  stucco  and 
the  upper  portion  of  wood,  with  a  conspicuous  stone  chimney  and 
with  a  brick  porch?  Why? 

Styles  in  houses 

Houses  of  today,  like  furniture  and  room  interiors,  are  designed  in 
both  historic  and  modern  styles.  Many  of  them  are  patterned  after 
Colonial  styles,  the  Pennsylvania  farmhouse,  the  Spanish  mission,  the 
tall,  steep-gabled  English  style,  and  especially  the  popular  Cape  Cod 
“salt  box''  cottage.  Since  the  close  of  World  War  II,  there  has  been 
an  increasing  number  of  houses  built  in  the  modern  or  contemporary 
styles.  Each  of  these  styles,  traditional  or  modern,  has  its  particular 
characteristics  and  its  special  kind  of  beauty.  Your  preference  in 
house  design  will  depend  on  whether  you  are  traditional-  or  modern- 
minded.  Remember  that  no  matter  what  style  you  prefer,  you  should 
be  able  to  enjoy  good  design  in  any  form. 

The  colonial  styles.  Varying  styles  of  houses  were  built  in  differ¬ 
ent  parts  of  the  Colonies  during  the  pre-Revolutionary  War  period. 
Many  of  the  people  who  settled  in  the  Colonies  came  from  England 
and  brought  with  them  English  ideas  of  architecture.  During  the 
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Mr.  and  Mrs.  H.  G.  Ploger 

The  design  of  this  beautiful  modern  suburban  home  ivas  inspired  by  the  type  of 
Southern  Colonial  architecture  seen  in  Mount  Vernon. 


eighteenth  century  they  imported  parts  of  houses,  mantelpieces,  cup¬ 
boards,  and  doorways,  just  as  they  did  fine  pieces  of  furniture.  This 
was  during  the  Georgian  period  in  England,  and  many  American 
houses  reflected  the  Georgian  style. 

Northern  Colonial.  The  Craigie-Longfellow  house  illustrated  on 
page  314  is  typical  of  Colonial  architecture  in  the  New  England  states 
and  is  sometimes  called  Northern  Colonial.  Notice  the  formally  bal¬ 
anced,  symmetrical  grouping  of  windows  and  doorways  and  such  de¬ 
tails  as  the  wooden  shutters,  hood  over  the  doorway,  and  the  mul- 
lioned  windows.  This  type  of  house  has  been  so  pleasing  to  American 
home-builders  that  they  have  adapted  it  for  today’s  homes. 

The  house  shown  above  is  a  twentieth-century  design  adapted 
from  the  Southern  Colonial  style.  You  will  see  the  characteristic 
arrangement  of  doorway  and  windows  and,  in  this  case,  a  cov¬ 
ered  terrace  at  the  end  of  the  house  which  provides  for  the  modern 
love  of  outdoor  living.  Some  critics  object  to  the  shutters  on  a  mod¬ 
ern  house  because  they  are  no  longer  functional  as  in  the  days  when 
they  were  closed  for  protection  against  cold,  wind,  and  storm.  Others 
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Design  for  a  modern  house  in  the  Dutch  Colonial  style. 


say  that  the  shutters  can  be  functional  if  we  wish  to  use  them  and 
that  their  decorative  value  is  sufficient  reason  for  putting  them  on  a 
house. 

Pennsylvania  Colonial.  The  upper  picture  on  page  318  shows  an 
adaptation  of  the  Pennsylvania  Colonial  style.  Many  homes  in  eastern 
Pennsylvania  have  been  designed  in  this  manner.  Most  of  the  early 
houses  in  this  style  were  fieldstone  without  the  combination  of  wood 
siding  shown  in  this  modern  house. 

Dutch  Colonial.  Another  of  the  pre-Revolutionary  styles  still  pop¬ 
ular  is  the  Dutch  Colonial.  One  of  its  distinguishing  characteristics 
is  the  gambrel  roof  with  its  broken  roof  line.  The  architect’s  draw¬ 
ing  above  shows  how  the  style  has  been  adapted  for  contemporary 
living.  In  Colonial  times  there  were  many  of  these  houses  built  in 
the  valley  of  the  Hudson  River  and  in  New  Jersey.  It  is  a  style  that 
is  easily  adapted  to  the  small  modern  home.  Compared  with  the 
Northern  Colonial  style  (page  314)  or  the  Southern  Colonial  (page 
324),  the  Dutch  Colonial  has  a  distinctly  informal  and  domestic  feel¬ 
ing. 

Southern  Colonial.  The  type  of  house  used  in  the  southern  col¬ 
onies  differed  from  that  in  the  North  because  of  the  different  social 
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Design  for  a  modern  house  patterned  after  the  Cape  Cod  cottage. 

and  climatic  conditions.  The  large  plantations  of  the  South  were 
owned  by  men  of  great  wealth.  These  men  were  masters  of  great 
estates,  and  it  is  natural  that  their  houses  should  reflect  the  lives  that 
they  lived.  Mount  Vernon,  the  home  of  George  Washington,  is  an  ex¬ 
ample  of  this  type  of  architecture.  If  you  have  visited  Mount  Vernon 
you  know  that  it  is  simple  but  spacious  in  effect.  Tall  square  columns 
extend  two  stories  to  support  the  projecting  roof.  It  is  not  the  type  of 
architecture  that  is  suited  to  a  narrow  city  lot,  but  it  has  been  used 
very  successfully  as  the  inspiration  for  a  modern  suburban  home. 

The  beautiful  home  shown  on  page  324  was  built  in  Kansas  City, 
Missouri.  Notice  the  lovely  simplicity  of  the  design.  There  is  a 
pleasant  rhythm  in  the  columns,  the  chimneys,  and  the  little  central 
turret.  There  is  interesting  spacing  in  the  windows,  and  the  doorway 
makes  a  good  center  of  interest. 

Cape  Cod  cottage.  Another  Colonial  style,  the  Cape  Cod  cottage 
(see  above),  is  characterized  by  low  walls  and  a  high  gable  roof  with  a 
close  cornice.  A  central  doorway  and  shutters  at  the  windows  are  also 
characteristics.  Dormer  windows  are  often  used,  but  none  are  shown 
in  this  design.  This  style,  like  the  Dutch  Colonial,  is  comfortable  and 
informal.  Its  beauty  is  based  on  good  proportions  and  simple  lines. 
There  is  nothing  pretentious  or  luxurious  about  it.  As  you  may  guess 
from  the  name,  this  style  developed  on  Cape  Cod  in  the  early  days 
of  our  country. 
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A  beautiful  modern  house  design  with  well-planned  terrace  and  reflecting  pool. 


Modern  styles  in  houses.  Styles  in  houses  change,  just  as  they  do 
in  hats  and  dresses,  but  new  styles  in  houses  do  not  appear  as  often  as 
new  styles  in  clothing.  Hundreds  of  years  may  pass  before  a  com¬ 
pletely  new  style  in  architecture  is  invented.  The  twentieth  century 
in  which  we  are  now  living  has  produced  a  new  style  which  is  called 
the  “modern”  or  contemporary  style.  Possibly  in  some  future  time 
it  will  be  known  as  the  twentieth-century  style. 

The  house  shown  above  is  a  nice  example  of  this  modern  style. 
Here  you  can  see  many  of  the  characteristics  which  we  have  al¬ 
ready  met  in  our  study  of  modern  furniture.  The  emphasis  on  long 
horizontal  lines  is  seen  in  the  flat  roof,  the  wide  proportion  of  the 
chimney,  the  picture  window  at  the  left  with  an  uninterrupted  line 
running  across  both  door  and  window,  and  the  long,  low  stone  wall 
reflected  in  the  pool  which  adds  still  another  long,  horizontal  line  to 
the  whole  design. 

Another  characteristic  of  the  modern  style  is  plenty  of  window 
space  to  let  in  air,  light,  and  sunshine.  In  this  house  there  is  a  large 
window  and  a  glass  door  at  the  left  with  two  more  windows  just 
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around  the  corner,  and  a  window  wall  extending  around  three  sides 
of  the  room  at  the  rHht. 

o 

The  wide,  projecting  roof  is  another  characteristic  of  the  modern 
style.  This  provides  shade  for  the  room  with  window  walls  and  pro¬ 
tection  from  sun  and  rain  in  the  outdoor  living  space. 

Still  another  characteristic  of  the  modern  style  is  the  informal  ar¬ 
rangement  of  architectural  features.  Formal,  bisymmetric  arrange¬ 
ment  of  door  and  windows,  as  in  the  Craigie-Longfellow  house  and 
the  Cape  Cod  cottage,  is  not  used  in  the  modern  style.  Balanced 
effects  are  achieved  by  an  informal  arrangement  of  unlike  architec¬ 
tural  features  on  either  side  of  the  central  point  in  the  design. 

The  most  important  point  in  the  design  of  the  modern  house  is 
functional  quality — design  for  comfortable  and  convenient  living. 
Architects  say  that  the  modern  house  is  planned  from  the  inside  out, 
meaning  that  the  house  is  planned  around  the  activities  of  daily  liv¬ 
ing.  New  and  different  types  of  floor  plans  are  typical  of  contem¬ 
porary  houses,  and  we  will  study  some  of  these  plans  in  Chapter  17, 
“Design  Your  Home  for  Better  Living.” 

New  use  of  materials  in  modern  houses 

Many  modern  house  designs  make  use  of  materials  in  new  ways. 
The  two  views  of  the  desert  home  in  Palm  Springs,  California,  on 
the  opposite  page,  show  corrugated  aluminum  roofing  used  for  walls 
and  roof.  The  extended  wing  walls  provide  wind  shelter  and  reflect 
heat  from  the  patios.  The  horizontal  corrugations  blend  with  the 
lines  of  the  roof  to  give  a  lower,  wider  effect.  You  will  observe  that 
the  house  fits  well  into  the  flat  desert  country  with  the  background 
of  mountains  in  the  distance. 

The  corrugated  aluminum  roofing  is  also  used  for  the  living-room 
ceiling  so  as  to  diffuse  sound  and  to  carry  the  attractive  exterior 
corrugation  designs  inside  the  house. 

New  concepts  in  house  design  feature  the  use  of  new  materials  for 
any  purpose  where  they  are  functional.  Consequently,  we  have  new 
forms  and  new  ideas  in  house  design  which  at  first  may  seem  strange 
and  queer  but  later  may  seem  highly  desirable. 

Ranch  houses  are  popular.  The  ranch  house  is  another  style 
which  has  developed  in  the  twentieth  century.  Although  it  is  not  a 
completely  new  style,  it  has  acquired  definite  characteristics  which 
distinguish  it  from  other  styles,  ft  is  really  a  variation  of  the  cottage 
with  long,  low  lines  and  informal  arrangement  of  architectural  fea¬ 
tures. 
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Two  views  of  a  desert  home  with  aluminum  walls  and  roof, 


In  the  ranch  house  shown  on  the  next  page  yon  can  see  the  charac¬ 
teristic  features  of  ranch  house  exteriors.  Observe  the  low-pitched 
gable  roof  and  broad,  flat  chimneys;  also  notice  the  extended  roof 
which  shelters  the  entry  and  small  porch.  These  houses  generally  have 
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This  comfortable,  homey-looking  ranch  house  invites  you  to  come  and  live  there. 


a  long,  rectangular  plan  or  an  L  shape.  They  are  rambling,  one-stor) 
buildings  requiring  large  plots,  and  therefore  are  particularly  suita¬ 
ble  for  country  and  suburban  homes.  High  prices  for  city  lots  usually 
prohibit  this  type  of  house  in  the  city.  You  will  see  that  these  houses 
are  informal  in  style  with  nonsymmetrical  arrangement  of  windows 
doors,  and  other  architectural  features. 

The  house  shown  above  has  the  comfortable,  friendly  look  of 
most  ranch-type  homes.  Notice  the  pleasant  balanced  effect  created 
by  the  ell  which  extends  forward  on  the  right  and  the  garages  and 
chimney  on  the  left.  Interesting  variety  is  secured  by  the  use  of 
vertical  siding  (board  and  batten)  on  the  front  of  the  ell  and  the 
horizontal  siding  on  the  rest  of  the  front  elevation. 

We  will  give  further  study  to  the  ranch-house  type  in  Chapter  17, 
including  special  attention  to  floor  plans  and  their  adaptability  to 
daily  living. 

Beauty  in  any  style.  In  house  exteriors  as  in  any  article  of  in¬ 
terior  furnishing,  good  design  and  functional  quality  are  important. 
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Important  also  are  good  balance,  pleasing  proportions,  rhythmic 
lines,  and  a  good  center  of  interest.  It  is  interesting  to  analyze  ex¬ 
terior  designs  for  these  points.  At  the  same  time  we  should  not  allow 
our  interest  in  art  principles  to  make  us  forget  the  importance  of 
functional  design.  Every  house  should  be  judged  for  adaptability  to 
everyday  living,  and  this  cannot  be  done  by  merely  looking  at  the 
exterior.  The  interior  must  also  be  considered.  Yet  there  are  some 
features  which  are  evident  in  the  outside  design.  For  example,  the 
Northern  Colonial  mansion  shown  on  page  314  and  the  Southern 
Colonial  shown  on  page  324  are  not  well  suited  to  the  informal  kind 
of  life  led  by  most  Americans.  Houses  with  high  gabled  roofs  mean 
waste  space  in  the  attic.  Doorways  with  no  cover  for  protection  when 
leaving  or  entering  the  house  during  bad  weather  are  not  desirable. 
Garages  with  easy  access  to  the  house  should  be  protected  from 
stormy  weather.  Pleasant  living  requires  outdoor  living  space  and 
this  should  be  provided  in  the  design  of  the  house.  These  are  the 
things  to  think  of  as  well  as  appearance  when  you  judge  a  house 
exterior. 

Suggestions  for  further  study.  1.  How  many  different  types  of 
domestic  architecture  can  be  found  in  your  town?  Appoint  com¬ 
mittees  to  investigate  different  parts  of  the  town.  Each  committee 
should  report  to  the  class  the  result  of  its  investigations.  If  you  have 
a  camera,  take  pictures. 

2.  Choose  your  favorite  style  of  domestic  architecture  and  read  as 
much  about  it  as  you  can  in  other  books.  Collect  pictures  from 
magazines  and  advertising  booklets  showing  the  influence  of  this 
type  of  architecture  in  modern  homes. 

3.  Study  famous  historic  buildings  in  your  state. 

4.  Here  are  some  topics  for  class  discussion: 

If  you  are  building  a  new  house,  why  should  you  consider  the 
neighboring  houses  in  planning  the  exterior? 

What  are  the  special  requirements  for  a  house  in  a  warm  climate? 
In  a  cool  climate? 

It  has  been  said  that  we  cannot  have  well-designed  houses  without 
a  large  expenditure  of  money.  Discuss  the  truth  of  this  statement. 


To  TEST  YOUR  APPRECIATION  OF  DESIGN  IN 

HOUSE  EXTERIORS 

I.  Answer  the  following  questions  without  referring  to  the  discussions 
in  this  chapter: 
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1.  How  can  good  rhythmic  movement  be  expressed  in  the  exterior  of  a 
house? 

2.  How  can  the  exterior  of  a  house  be  made  more  interesting  by  the 
architect  when  he  uses  the  art  principle  of  proportion?  (You  might  draw 
a  simple  diagram  to  illustrate  your  meaning.) 

3.  If  you  were  designing  a  house,  what  would  you  use  as  a  center  of  in¬ 
terest  on  the  front,  rear,  and  each  side  elevation?  Explain. 

4.  How  can  the  architect  achieve  good  informal  balance  on  the  front 
of  a  house?  Explain  with  the  help  of  a  diagram. 

5.  How  should  the  house  on  the  side  of  a  hill  be  fitted  to  its  site? 

II.  Your  teacher  will  hang  at  least  five  pictures  of  houses  on  the  bul¬ 
letin  board  and  give  each  one  a  number.  You  should  be  able  to  identify 
the  style  of  each  house.  Write  down  the  numbers  on  your  paper  and  the 
names  of  the  styles  opposite  the  numbers. 

III.  Which  is  more  important  for  the  person  who  is  choosing  the  style 
of  the  house  which  he  will  build:  to  understand  the  principles  of  design 
as  expressed  in  a  house  exterior  or  to  know  all  about  the  details  of  each 
historic  style?  Give  your  reasons. 
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Chapter  15 


BEAUTY  THAT  GROWS  IN  THE 

GARDEN 


Our  study  of  beauty  in  the  home  has  included  design  problems 
both  inside  and  outside  the  house,  but  they  do  not  end  with  its 
exterior  appearance.  The  grounds  around  the  house  offer  a  special 
kind  of  art  problem — the  right  kind  of  planting.  The  kind  of  beauty 
that  grows  in  the  garden  is  extremely  important  to  the  outside  of  your 
home. 

Of  the  many  houses  which  you  have  seen,  can  you  not  call  up 
mental  pictures  which  fit  the  following  descriptions?  One  house  sits 
uncomfortably  in  the  middle  of  bare,  surrounding  grounds.  No  trees, 
shrubs,  vines,  or  flowers  relieve  the  bleak  and  barren  aspect.  Often 
we  have  the  feeling  that  the  house  does  not  belong  there  but  is  only 
temporarily  located.  There  is  a  lack  of  unity  between  the  house  and 
its  surroundings,  and  no  matter  how  beautiful  the  house,  it  suffers 
because  of  its  poor  setting.  The  other  house  is  surrounded  with  a  few 
shrubs  and  perhaps  some  vines  and  trees.  It  seems  to  be  a  part  of  the 
ground  upon  which  it  stands  and  may  almost  seem  as  if  it,  too,  had 
grown  from  the  ground.  There  is  a  feeling  of  unity  and  harmony 
between  the  house  and  its  setting. 

Importance  of  foundation  planting.  There  is  particular  need 
for  planting  around  the  foundation  of  a  house  when  the  house  has 
been  built  upon  an  unsightly  foundation  of  concrete  blocks  or  other 
material  different  from  the  material  in  the  house  itself — as,  for  ex¬ 
ample,  a  wood  frame  house  on  a  brick  foundation.  The  foundation 
of  a  house  should  not  show  above  the  ground  if  the  effect  is  to  be 
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Most  attractive  foundation  planting  helps  to  “tie”  this  cottage  to  the  ground. 


pleasing.  When  an  ugly  layer  of  concrete  or  other  material  has  been 
left  so  that  it  shows,  the  only  thing  we  can  do  is  plant  shrubbery 
which  will  conceal  it. 
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More  than  mere  planting  is  necessary,  however.  There  must  be 
careful  planning  before  the  planting.  Mere  planting  may  result  in  a 
profusion  of  foliage  that  is  as  bad  as  the  cluttering  of  an  interior  with 
too  many  pieces  of  furniture  or  decorative  accessories.  Or  it  may  re¬ 
sult  in  a  placing  of  shrubs  that  detracts  from  rather  than  adds  to  the 
beauty  of  the  house.  Let  us  consider  some  of  these  problems  in  detail. 

Variety  in  size  and  shape  of  shrubs.  If  all  the  shrubs  planted 
around  the  house  are  the  same  size  and  shape,  the  effect  is  sure  to  be 
monotonous.  This  is  a  violation  of  the  principle  of  proportion.  How 
would  you  like  a  privet  hedge  planted  close  to  the  foundation  all 
around  a  house?  The  effect  would  be  most  uninteresting. 

The  foundation  planting  shown  in  the  picture  on  the  opposite  page 
is  pleasing  because  of  the  variety  in  shape  and  size  of  the  shrubs.  The 
tall  slender  tree  at  the  right,  the  low  clumps  of  shrubbery  beneath 
the  window,  and  the  taller  shrub  at  the  left  provide  excellent  founda¬ 
tion  planting. 

Sometimes  in  the  effort  to  obtain  variety  of  size  and  shape,  people 
trim  their  shrubs  severely.  An  eight-foot  shrub  may  be  kept  cut  down 
to  a  four-foot  level.  Other  shrubs  are  sometimes  trimmed  down  into 
ball-like  shapes.  Except  in  the  case  of  privet  or  boxwood  hedges,  this 
treatment  destroys  the  natural  beauty  of  the  shrubs  and  creates  an 
effect  in  exceedingly  bad  taste.  Hedges  of  privet  and  boxwood  can  be 
kept  trimmed  successfully,  however,  because  the  leaves  grow  in  such 
a  way  as  to  produce  a  solid  green  mass.  These  hedges  are  suitable  for 
the  formal  garden. 

Think  before  you  plant.  It  is  just  as  easy  to  plant  an  interesting 
arrangement  of  shrubs,  such  as  that  shown  on  the  opposite  page,  as 
to  plant  an  uninteresting  row  of  shrubs  all  the  same  size.  Do  your 
planning  first  and  then  plant.  The  nursery  man  will  help  you  to 
choose  the  kinds  of  shrubs,  and  soon  you  will  learn  the  characteristic 
shapes  and  sizes  of  shrubs  native  to  your  locality. 

Planning  for  planting.  Plan  a  day  when  everyone  will  bring  pic¬ 
tures  of  shrubs  and  trees.  Nursery  catalogs  are  helpful.  Learn  to  rec¬ 
ognize  at  least  five  shrubs  which  grow  in  your  district. 

Planting  should  enhance  the  house.  Flowers  and  shrubs  should 
be  placed  to  emphasize  the  architectural  features  of  a  house.  The 
planting  in  front  of  the  two  houses  shown  on  pages  336  and  337  is 
well  designed  so  as  to  emphasize  structure.  In  both  cases  the  doorway 
is  accented  in  a  pleasing  way.  In  the  house  shown  on  page  336  a 
climbing  rose  frames  the  entrance  in  a  delightful  way.  On  the  oppo- 
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Good  foundation  planting  emphasizes  the  structural  features  of  this  house. 


site  page,  two  tall  evergreens  accent  the  doorway  in  pleasing  fashion. 

Coming  back  to  the  first  house  again,  you  will  see  that  the  windows 
to  the  right  of  the  doorway  have  been  enhanced  by  the  clumps  of 
laurel  and  other  plants.  The  laurel  is  just  high  enough  to  accent  the 
windows  but  not  high  enough  to  obscure  the  view  from  inside  the 
house.  The  windows  to  the  left  of  the  doorway  are  screened  by  the 
shrubs  and  the  small  tree.  It  is  sometimes  desirable  for  the  sake  of 
privacy  to  shut  off  the  view  from  the  outside,  and  in  this  case  it  has 
been  done  in  a  very  satisfactory  way.  Naturally,  one  would  not  wish 
to  use  this  kind  of  planting  near  all  the  windows  in  the  house  because 
not  enough  sunlight  and  air  would  be  admitted. 

In  the  illustration  of  the  house  on  the  next  page,  the  flowers  and 
shrubs  have  been  well  placed  with  respect  to  the  windows  and  cor¬ 
ners.  Notice  the  tall,  graceful  juniper  tree,  which  accents  the  corner 
of  the  house  to  the  left  of  the  bay  window,  and  the  large  shrub  which 
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Foundation  planting  adds  beauty  to  the  house. 


is  placed  between  the  two  windows  to  the  left.  These  contrast  nicely 
with  the  low,  spreading  shapes  of  the  shrubs  and  flowers  beneath  the 
windows. 

Remember  always  that  planting  around  the  house  should  do  two 
things:  (1)  tie  the  house  to  the  ground,  and  (2)  frame  and  beautify  its 
structure. 

Decoration  for  enjoyment.  Learn  to  notice  the  plantings  in  front 
of  the  houses  which  you  pass  and  to  enjoy  those  which  are  well 
planned. 

Gardens  on  hilly  ground.  Many  houses  are  built  on  hilly  ground, 
and  their  garden  space  slopes  away  from  the  house.  Some  people  try 
to  make  grassy  lawns  on  these  hilly  sites  and  find  it  very  difficult. 
Even  if  the  grass  grows  well  and  does  not  wash  out  in  rainy  seasons, 
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An  interesting  house  in  a  beautiful  setting  of  pines  and  informal  garden. 


cutting  it  is  a  hard  job.  The  above  picture  shows  how  one  fam¬ 
ily  solved  this  problem.  There  is  a  small  area  of  grass  where  the  slope 
of  the  ground  is  slight.  The  steep  bank  on  each  side  of  the  steps  is 
planted  mostly  with  ground  ivy  which  makes  an  attractive  cover. 
Natural  rock  has  been  used  effectively  on  each  side  of  the  steps,  at  the 
edges  of  the  foundation  planting,  and  for  a  rock  garden  on  the  slope 
at  the  left.  Planting  among  the  rocks  adds  interest  to  the  garden.  This 
treatment  of  the  front  garden  and  the  background  of  pines  give  this 
house  a  very  beautiful  setting. 

A  garden  to  live  in.  The  modern  way  of  life  includes  more  and 
more  time  outdoors  for  city  and  country  folk  alike.  A  place  to  sit  in 
the  sun;  a  shady  spot  for  reading,  visiting,  and  eating;  a  corner  that 
is  protected  from  wind  and  rain  are  all  found  in  the  livable  garden. 

The  house  and  garden  shown  on  the  opposite  page  were  planned 
for  outdoor  living.  A  glass  door  close  to  the  big  window  gives  easy  ac- 
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A  beautiful  house  with  a  livable  garden. 
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A  plan  for  planting  the 
grounds  around  a  small 
house. 


cess  from  house  to  garden.  The  extended  roof  provides  a  shaded  area, 
and  the  extended  wall  gives  protection  from  wind.  The  uncovered 
terrace  furnishes  plenty  of  opportunity  for  those  who  wish  to  lounge 
in  the  sun.  Notice  the  recessed  lights  on  the  underside  of  the  ex¬ 
tended  roof  for  illumination  at  night. 

The  ground  slopes  away  from  the  house,  and  a  stone  wall  has  been 
built  to  support  the  edge  of  the  bank.  Steps  down  from  the  terrace 
lead  to  the  stone  walk  which  takes  one  to  the  flower  garden. 

A  plan  for  the  entire  grounds.  It  is  a  good  idea  to  plan  our 
gardens  on  paper  before  we  start  our  actual  planting.  Changes  on 
paper  can  easily  be  made,  but  when  we  once  plant  our  shrubs  and 
dig  our  flower  beds  it  is  difficult  to  make  any  changes.  We  can  make 
plans  for  our  gardens  in  the  same  way  that  we  made  plans  for  placing 
the  furniture  in  our  rooms,  l  he  above  drawing  shows  the  plan  for 
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the  grounds  surrounding  a  house  on  a  suburban  lot.  Notice  that  the 
plan  includes  the  whole  lot  and  that  the  back  yard  has  been  made  at¬ 
tractive.  The  living  room  and  porch  open  directly  on  the  back  yard, 
and  the  yard  is  made  to  serve  as  an  outdoor  living  room  in  summer. 
How  many  back  yards  that  we  know  serve  only  as  a  resting  place  for 
the  garbage  can  and  as  a  place  to  pile  the  ashes! 

Many  people  prefer  to  have  the  house  set  near  the  front  of  the  lot, 
with  more  room  and  the  porch  at  the  rear,  so  as  to  secure  greater 
privacy.  The  garage,  too,  is  set  as  near  the  street  as  is  feasible.  When 
the  garage  is  set  at  the  extreme  rear  end  of  the  lot,  making  a  long 
driveway  necessary,  space  is  wasted  which  might  better  be  used  for 
other  purposes.  Notice  how  the  vegetable  garden  and  the  drying  yard 
have  been  separated  by  shrubbery  from  the  part  used  for  other  pur¬ 
poses.  The  open  lawn  space  is  larger  than  it  really  seems,  for  the 
spread  of  the  tree  covers  part  of  the  lawn. 

Imagine  yourself  living  in  this  house.  Can  you  form  a  mental  pic¬ 
ture  of  the  front  of  the  house  as  seen  just  before  entering  it,  with  its 
small  grass  plot  and  shrubs?  Enter  the  house  and  pass  into  the  living 
room.  What  picture  will  meet  your  eyes  as  you  look  across  the  porch? 
If  it  is  summer,  you  may  pass  out  into  the  yard  and  find  a  comfortable 
place  to  read  or  work  under  the  tree,  where  there  are  some  seats  and 
a  table. 

Every  house  and  yard  presents  a  different  problem.  The  location 
of  the  house  and  trees  must  generally  remain  as  they  are.  Although 
we  start  with  these  things  which  are  fixed,  by  planning  thoughtfully 
we  can  make  our  yards  attractive. 

No  space  too  small  for  a  garden.  Even  the  smallest  space  can  be 
beautified  with  some  kind  of  planting. 

One  city  yard,  only  the  size  of  a  large  living  room,  was  made  into  a 
very  livable  garden,  as  shown  in  the  diagram  and  picture  on  pages 
342  and  343.  Even  though  you  are  planning  a  very  small  garden,  it  is 
important  to  plan  well  before  you  start  digging.  It  is  easy  to  try  out 
several  plans  on  paper,  but  difficult  with  spade  and  shovel. 

Color  in  the  garden.  Color  harmony  in  the  garden  is  just  as  im¬ 
portant  as  in  the  house.  Flowers  which  are  planted  near  the  house  or 
in  window  boxes  are  always  seen  with  the  house  as  a  background,  and 
this  fact  must  be  taken  into  consideration.  Flowers  of  themselves  are 
beautiful,  but  too  often  we  see  them  as  separate  units  without  rela¬ 
tion  to  their  surroundings.  The  same  flowers  may  grow  in  two  differ¬ 
ent  yards.  In  one  yard  they  blend  with  the  house  and  surroundings, 
but  in  the  other  yard  we  must  enjoy  them  in  spite  of  the  surround¬ 
ings. 
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Woman’s  Home  Companion;  Katharine 
M-P.  Cloud 

Naturalistic  curves  lead  the  eye 
pleasantly  toward  the  rear  gate, 
while  planting  of  upper  right  al¬ 
lows  space  for  tall  shrubs  to  act 
as  a  screen  from  neighbors.  This 
gives  more  feeling  of  space  than 
if  planting  had  been  concen¬ 
trated  along  walls  and  the  center 
left  bare. 

PLANTING  SCHEME 


1  Privet 

2  Rose  of 
Sharon 

3  Rhododen¬ 
dron 

4  Laurel 


5  Dwarf  juni¬ 
per 

6  Lilac 

7  Mock  or¬ 
ange 

8  Forsythia 


This  garden  plan  and  planting 
scheme  were  used  for  the  small 
city  yard  shown  on  the  opposite 
page. 
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From  the  house  you  look  down  the  yard  to  the  shed  at  the  jar  end,  screened  by 
privet  which  has  been  allowed  to  develop  naturally.  The  back  gate  is  at  left  of  it; 
city  houses  are  beyond. 


The  factor  which  contributes  to  the  harmonious  effect  in  one  case 
and  is  lacking  in  the  other  is  color.  The  flaming  scarlet-red  of  salvias 
or  geraniums  is  pleasing  against  a  background  of  white  paint  or  gray 
stucco,  but  against  a  yellow  house  or  a  red  brick  wall  the  effect  is 
generally  inharmonious.  Scarlet  is  aggressive  and  likely  to  fight  with 
other  colors. 

For  such  a  colorful  background  as  a  brick  wall  we  must  confine  the 
color  of  our  flowers  to  more  neutralized  and  less  aggressive  tones.  The 
whites  and  dull  pinks  of  hollyhocks  are  far  more  charming  against 
brick  than  the  emphatic  red  of  cannas.  The  blues  of  larkspur  and 
bachelor’s-button  also  blend  with  the  brick  wall. 

With  the  white  or  neutral-colored  house  as  a  background,  any  color 
in  flowers  can  be  displayed  attractively,  but  the  more  color  in  the 
background,  the  more  care  we  must  exercise  in  choosing  the  color 
of  our  flowers. 
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Mistakes  in  planting  near  the  house  are  frequent.  The  owner  of  a 
big  yellow  brick  house  planted  a  crimson  rambler  on  each  side  of  the 
doorway.  They  grew  into  enormous  vines  and  bloomed  magnifi¬ 
cently.  The  effect  was  most  unfortunate.  The  bright  red  roses  against 
the  strong  yellow  wall  was  anything  but  pleasant  to  see.  The  effect 
would  have  been  splendid  had  the  house  been  of  gray  stone  or 
painted  white.  Of  course,  the  man  could  not  change  the  wall,  but  he 
could  have  selected  a  better  color  for  his  roses. 

Combining  the  flowers  in  the  flower  beds  is  another  color  problem 
in  the  garden.  What  flowers  combine  harmoniously?  This  depends 
upon  their  size,  color,  texture,  and  general  characteristics.  If  we  plant 
bright-yellow  marigolds  near  delicately  colored  sweet  peas,  we  may 
be  sure  that  the  brilliant  marigolds  will  overpower  the  pastel  tints 
of  their  neighbors.  If  we  plant  scarlet  and  pink  geraniums  or  tulips 
together  the  two  will  fight.  It  is  a  safe  general  rule  that  flowers  of 
intense  coloring  do  not  combine  successfully  with  flowers  of  delicate 
shades.  The  former  must  be  kept  somewhat  to  themselves,  because 
they  overpower  the  pastels  and  fight  with  other  bright  colors. 

If  we  use  our  knowledge  of  color  combinations  and  harmonies, 
we  can  plan  some  charming  color  harmonies.  Blue-purple  and  purple 
asters  will  combine  effectively  with  the  small  yellow  chrysanthemums. 
This  is  really  a  complementary  combination.  Yellow  daffodils  and 
white  narcissus  with  their  yellow  centers  and  perhaps  some  golden 
tulips  make  an  attractive  flower  bed  in  the  spring. 

There  are  many  flowers  in  pinks  and  blues  that  we  think  of  as 
belonging  to  the  old-fashioned  garden  which  combine  effectively. 
Larkspur,  phlox,  pinks,  bachelor’s-buttons,  and  cosmos  can  be  used 
together  successfully.  Sometimes  touches  of  yellow  can  be  introduced 
with  such  flowers  as  the  snapdragon. 

The  success  of  such  a  combination  depends  partly  on  the  textures 
and  general  characteristics  of  the  flowers.  The  flowers  mentioned  for 
the  old-fashioned  garden  have  a  certain  similar  fineness  of  texture 
which  helps  them  to  combine  harmoniously.  But  if  we  try  to  combine 
coreopsis  with  geraniums  the  difference  in  texture  and  general  char¬ 
acter  spoils  the  result. 

Suggestions  for  further  study.  1.  Draw  a  plan  of  the  house  in 
which  you  live  and  the  yard  which  surrounds  it  as  they  are  at 
present.  Then  draw  another  plan  showing  it  as  you  would  like  to 
see  it.  If  you  live  in  an  apartment  building  which  has  no  yard,  you 
might  make  a  plan  for  the  grounds  surrounding  the  school  building 
or  for  the  house  and  yard  in  which  you  would  like  to  live. 
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2.  Make  a  list  of  the  shrubs  which  grow  in  your  locality.  Classify 
them  as  to  whether  they  are  tall  or  low  and  spreading. 

3.  Draw  a  diagram  showing  the  front  of  a  tall,  narrow  house. 
Your  problem  is  to  add  shrubs  which  will  make  the  house  look  less 
tall.  Then  show  the  kind  of  shrub  or  tree  that  you  would  use  in 
front  of  this  house  to  accomplish  the  desired  result. 

4.  Criticize  the  house  and  garden  pictures  shown  on  pages  318, 
327,  and  330  for  the  following  points:  Are  the  house  and  grounds 
tied  together?  Do  the  shrubs  lack  variety?  Is  the  yard  made  to  look 
as  spacious  as  possible?  Are  the  structural  features  of  the  house  em¬ 
phasized,  and  how?  Suggest  any  improvements  that  you  can  think  of. 

5.  Make  lists  of  flowers  that  you  think  would  combine  har¬ 
moniously  in  the  same  flower  bed. 

To  TEST  YOUR  ABILITY  IN  GARDEN  DESIGN 

I.  Make  a  list  of  at  least  five  reasons  why  “planning  before  planting”  is 
important. 

II.  When  you  plan  your  own  garden,  what  three  mistakes  will  you  try 
to  avoid  and  what  three  particular  points  in  design  will  you  try  to  in¬ 
clude? 

III.  Your  teacher  will  show  you  the  picture  of  a  garden  which  you  have 
not  seen  before.  Write  your  comments  on  it  as  to  good  or  poor  features. 
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Chapter  16 


REMODELING  OPERATIONS 
—MAJOR  AND  MINOR 


Often  people  cannot  buy  new  furniture  and  new  houses  to  satisfy 
a  desire  for  beauty  in  their  homes.  Frequently  we  cannot  buy 
what  we  really  need  for  convenience  and  comfort.  Budgets  will  not 
permit  the  expenditure  of  large  sums  of  money.  Here  is  where  ideas 
plus  some  homework  plus  small  sums  of  money  will  produce  good 
results.  Old  houses  and  old  furniture  can  be  improved  tremendously 
with  only  a  minimum  of  money  and  labor.  It  is  the  idea  that  counts. 

This  chapter  contains  some  suggestions  for  remodeling  that  have 
been  carried  out  successfully  by  other  people.  Some  of  these  remodel¬ 
ing  jobs  are  major  operations.  Others  are  minor  affairs.  All  of  them 
have  helped  to  create  beauty  and  convenience  for  others.  Perhaps 
these  same  ideas  will  not  fit  your  own  needs,  but  they  may  suggest  to 
you  other  ideas  for  remodeling  that  will  help  you  to  improve  your 
own  home. 

When  you  need  chests  or  beds.  Two  essential  pieces  of  furniture 
for  the  bedroom  are  the  bed  and  a  chest  or  dressing  table.  If  your 
pocketbook  will  not  stand  the  strain  of  new  ones,  you  might  be  able 
to  carry  out  these  suggestions.  Secure  an  old  chest  or  dresser  from  a 
secondhand  store  if  you  do  not  have  one.  The  old  chest  shown  on 
page  347  cost  $2.50.  Cut  off  the  legs,  which  are  neither  useful  nor 
beautiful.  Put  metal  gliders  on  each  post.  Gliders  are  more  useful  and 
not  so  ugly  as  casters.  Next  take  off  the  knobs  or  handles  and  in  their 
place  put  strips  of  molding  for  handles.  Then  cut  off  the  protruding 
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Woman’s  Day  Magazine 

A  modern  bed  unit  made  from 
two  old  chests,  bed  springs  on 
legs,  and  a  mattress.  Top: 
Chests  and  bed  with  panel 
headboard.  Right:  One  of  the 
old  chests  before  remodeling. 


edges  all  around  the  top  of  the  chest.  With  this  last  operation,  you 
have  a  pleasing  design  in  modern  style.  Both  the  chests  shown  were 
made  from  old  ones  like  that  shown  in  the  bottom  picture.  They  were 
painted  white,  and  with  the  bed  form  a  nice  modern  bed  unit. 

The  bed  was  made  from  a  mattress  and  a  pair  of  bedsprings  on 
legs.  The  headboard  was  made  by  attaching  a  panel  of  plywood  to 
the  backs  of  the  two  chests.  The  bed  fits  in  between.  The  whole  effect 
is  harmonious  and  pleasing. 
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An  idea  for  a  bedroom  with  no  closet.  Left:  Cover  the  outside  of  the  screen  with 
an  attractive  wallpaper.  Right:  Fit  the  other  side  with  closet  equipment. 


Here  is  an  idea  for  remodeling  an  old  bed.  It  was  a  heavy  wooden 
bed  with  a  high  headboard  and  slightly  lower  footboard.  The  head- 
board  and  footboard  were  removed,  leaving  the  four  wooden  posts 
at  the  corners.  The  posts  were  cut  shorter,  making  the  effect  of  a  low 
four-poster.  This  same  remodeling  operation  can  be  used  successfully 
on  old  iron  and  brass  beds.  The  posts  can  be  painted  whatever  color 
you  choose,  and  with  a  pretty  bedspread  the  effect  is  very  good. 

Another  remodeling  operation  recommended  for  bedroom  furni¬ 
ture  is  the  amputation  of  mirrors  from  old  dressers  or  bureaus.  A 
dresser  is  generally  an  awkward  looking  piece  of  furniture  and  when 
possible  should  be  replaced  by  a  chest  and  separate  mirror.  It  is  quite 
simple  to  remove  the  mirror  from  most  dressers  and  to  hang  it  on  the 
wall  above  the  dresser,  thus  making  the  effect  of  a  chest  with  a  mirror 
hanging  above.  This  operation  is  especially  desirable  when  the  mirror 
is  round  or  oval,  and  when  it  is  held  by  two  arms  which  extend  up¬ 
ward  from  the  dresser. 

When  there  is  no  bedroom  closet.  A  closet  for  the  bedroom 
seems  like  a  real  necessity,  but  nevertheless  there  are  many  bedrooms 
in  older  houses  which  do  not  have  any.  Here  is  an  idea  that  provides 
closet  space  without  creating  an  ugly  spot  in  the  bedroom.  Secure  an 
old  screen  from  the  secondhand  store.  Paper  the  outside  surface  with 
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Two  attractive  hanging  wall  cabinets  made  from  an  old  china  cabinet.  They  are 
especially  useful  in  a  dinette  where  floor  space  is  limited. 


wallpaper  of  a  design  and  color  that  are  harmonious  with  the  room. 
(See  the  opposite  page.)  Fit  the  back  of  the  screen  with  a  mirror, 
hangers,  hat  stands,  shoe  rack,  and  a  soiled-clothes  hamper,  as  shown 
in  the  illustration. 

Ideas  for  remodeling  other  pieces  of  furniture.  Almost  every 
piece  of  ugly,  discarded  furniture  suggests  a  remodeling  operation 
that  will  make  it  into  an  attractive  and  useful  piece.  The  two  nice 
little  hanging  cabinets  shown  above  were  made  from  an  old,  ugly  oak 
china  cabinet,  the  kind  which  stands  about  six  feet  tall.  It  was  cut  in 
half  from  top  to  bottom,  thus  making  two  short  cabinets  which  can  be 
hung  on  the  wall  in  a  dinette  where  floor  space  is  limited.  This  op¬ 
eration  was  difficult,  so  a  specialist  was  employed  to  cut  the  curved 
glass  and  the  frame.  The  result  was  worth  the  trouble  and  extra  ex¬ 
pense. 

Ugly  radio  cabinets  have  been  a  source  of  annoyance  to  many 
beauty  lovers.  It  has  been  practically  impossible  to  buy  a  large  radio 
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Two  views  of  the  same  wall  before  and  after  a  small  remodeling  operation.  Top: 
The  built-in  bookshelves  and  better  arrangement  of  decorative  accessories  pro¬ 
duce  a  much  better  effect  thaii  in  the  bottom  picture.  Bottom:  The  effect  is 
cluttered  and  ordinary. 
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Two  views  of  the  same  living  room  before  and  after  remodeling.  Top:  A  com¬ 
plete  alteration  of  one  luall  produces  a  fine  result.  Bottom :  The  ugly  fireplace, 
bookcases,  and  small  windows  produce  a  very  poor  effect. 
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with  an  attractive  cabinet.  Some  people  have  solved  the  problem  by 
setting  the  radio  inside  a  built-in  cabinet  and  simply  opening  the 
doors  of  the  cabinet  when  the  radio  was  in  use.  The  lower  part  of  the 
desk  shown  on  page  218  might  be  used  for  such  a  purpose.  One  in¬ 
terior  decoiator  placed  the  radio  inside  a  wall  cabinet  with  coarse 
wire  mesh  screen  used  in  the  doors  instead  of  qTss.  These  doors  do 
not  have  to  be  opened  when  the  radio  is  played. 

Ugly  tables  frequently  can  be  remodeled  to  improve  their  appear¬ 
ance  and  their  usefulness.  Tables  with  long  legs  can  sometimes  be 
improved  in  appearance  and  usefulness  by  cutting  the  legs  down. 
These  tables  can  then  be  used  as  coffee  tables  in  front  of  davenports. 
The  old-fashioned,  long  davenport  tables  can  sometimes  be  cut  in 
two  in  order  to  make  two  end  tables.  Sideboards  can  sometimes  be 
improved  by  cutting  off  the  legs  and  by  removing  ugly  and  unneces¬ 
sary  ornamentation.  Chairs  are  easily  transformed  with  slip  covers. 
Even  an  ugly  Morris  chair  becomes  quite  attractive  with  a  pleasing 
slip  cover. 

Operations  for  beauty.  Sometimes  operations  on  the  house  itself 
are  necessary  for  a  more  attractive  and  convenient  home.  The  two 
pictures  on  page  350  show  one  end  of  a  small  living  room  before  and 
after  a  minor  operation  for  beauty.  Bookshelves  were  built  in  each 
side  of  the  fireplace.  These  shelves,  together  with  other  changes, 
transform  the  room.  The  long  line  across  the  top  of  the  mantel  gives 
the  room  an  appearance  of  much  greater  width.  The  ivory-colored 
woodwork  blends  into  the  pale  green  wallpaper,  and  helps  to  give  the 
impression  of  greater  space. 

The  new  curtains,  which  are  allowed  to  hang  straight,  also  blend 
into  the  wall  and  add  to  the  feeling  of  space.  The  roller  shades  were 
removed.  When  necessary  the  drapes  can  be  drawn  across  the  win¬ 
dows. 

Notice  that  the  stones  around  the  fireplace  were  painted  a  light 
sand  color,  and  this,  too,  helps  to  create  an  illusion  of  greater  space. 
A  gas  heater  was  placed  in  the  fireplace  because  it  was  impossible  to 
turn  the  fireplace  into  a  real  one  without  an  expensive  major  opera¬ 
tion.  This  was  a  compromise  which  the  owners  did  not  like,  but  ex¬ 
pense  prohibited  the  real  fireplace.  At  least  the  gas  burner  is  more 
suitable  than  logs  in  an  obviously  fake  fireplace. 

Notice  especially  the  better  selection  and  arrangement  of  decora¬ 
tive  accessories  in  the  remodeled  room.  In  the  old  room,  the  general 
effect  is  cluttered  and  restless.  Some  of  the  improvement  was  pro¬ 
duced  by  eliminating  certain  articles,  such  as  the  magazine  rack,  the 
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basket,  and  the  small  bowls.  In  the  final  arrangement  small  articles 
are  grouped  to  make  larger  spots  of  interest.  Small  accessories  on  such 
a  large  mantel  are  not  effective.  Notice  also  that  the  picture  was 
lowered  so  that  it  seems  to  belong  to  the  mantel  arrangement. 

All  these  changes  were  very  inexpensive.  The  shelves  and  paint 
cost  $15.25.  Of  course,  the  man  of  the  house  contributed  the  labor. 
The  slip  covers,  made  by  the  woman  of  the  house,  cost  $7.50.  The 
window  drapes,  which  were  made  from  a  bedspread,  cost  $1.75.  The 
other  windows  in  the  room  required  three  more  bedspreads.  If  you 
have  had  experience  in  buying  drapes  you  know  that  these  bed¬ 
spreads  at  $1.75  each  were  very  inexpensive.  They  are  soft  green  and 
white,  a  combination  which  blends  delightfully  with  the  ivory  wood¬ 
work  and  pale  green  walls. 

The  two  pictures  on  page  351  show  the  effect  before  and  after  a 
major  operation  in  remodeling.  The  heavy  mantel  and  clumsy-look- 
ing  bookcases  were  torn  out  and  replaced  by  a  fireplace  and  paneled 
wall  with  pleasing  proportions.  The  small  windows  above  the  book¬ 
cases  were  walled  up,  and  the  bookshelves  were  extended  to  the  ceil¬ 
ing.  The  center  light  and  the  ugly  wall  fixtures  above  the  fireplace 
were  eliminated.  It  was  a  major  operation,  but  it  was  a  great  success! 

Remodeling  the  exterior  of  a  house.  Sometimes  it  is  possible  to 
improve  the  exterior  design  of  a  house  with  comparatively  small 
alterations.  Compare  the  before  and  after  pictures  on  page  354. 
Originally  the  little  cottage  was  most  ordinary  in  appearance.  The 
little  front  porch  looked  “stuck  on,”  and  the  lines  of  the  roof  did  not 
harmonize  with  the  main  lines  of  the  house  roof.  This  ugly  porch  was 
removed  and  replaced  by  an  entrance  which  is  much  more  pleasing. 
Notice  that  the  lines  of  the  little  roof  over  the  entrance  harmonize 
with  the  house  roof.  Such  details  as  this  are  important. 

A  sun-parlor  room  was  built  on  to  the  right-hand  side  of  the  house, 
thus  giving  the  design  greater  width  and  better  balance.  Notice  that 
the  slant  of  the  sun-room  roof  harmonizes  with  the  main  lines  of 
the  design.  The  shutters  which  were  added  to  the  window  help  to 
give  an  effect  of  width. 

Several  years  elapsed  between  these  two  pictures.  As  you  can  see, 
there  was  time  for  a  tree  to  grow  and  let  its  branches  hang  protec¬ 
tively  over  the  little  house.  These  two  pictures  illustrate,  most  em¬ 
phatically,  the  importance  of  planting  for  beauty  around  the  house. 

On  page  355  two  more  before-and-after  pictures  show  the  tre¬ 
mendous  improvement  that  can  be  accomplished  by  the  right  kind  of 
remodeling  operation.  Before  remodeling,  the  house  was  exceedingly 
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The  same  house  before  and  after  remodeling  and  planting  the  grounds.  Top: 
Greatly  improved  effect  produced  by  removing  front  porch  and  adding  room  at 
side.  Bottom:  Effect  here  is  most  unhappy. 


drab  and  dull.  Notice  what  a  remarkable  change  in  effect  was  secured 
by  taking  off  the  ugly,  narrow  front  porch,  by  adding  some  small 
upper  windows,  adding  shutters  and  small  panes  of  glass  to  all  the 
windows,  and  covering  the  house  with  shingles.  Much  of  the  charm¬ 
ing  effect  is  secured  through  planting,  as  the  trellis  over  the  doorway 
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Two  pictures  of  the  same  house  before  and  after  remodeling.  Top:  Pleasing  effect 
after  remodeling  and  landscaping  grounds.  Bottom:  Unfortunate  effect  before 
remodeling. 
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and  the  planting  around  the  foundation  show.  The  terrace  edged 
with  a  low  stone  wall  and  the  stone  steps  form  spots  of  interest  in  the 
grounds. 


Suggestions  for  further  study.  1.  From  your  collection  of  furni¬ 
ture  pictures,  select  a  design  which  you  think  could  be  improved  by 
a  little  remodeling.  Be  prepared  to  tell  what  the  alteration  should  be. 

2.  Describe  a  remodeling  operation  for  the  interior  of  your  own 
home  which  you  think  would  make  your  home  more  beautiful  and 
convenient. 

3.  Find  a  picture  of  a  house  exterior  which  you  think  needs  re¬ 
modeling.  Describe  the  remodeling  which  you  would  recommend. 
If  the  picture  is  large  enough,  trace  the  house  design  and  show  your 
suggestions  for  remodeling. 
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Chapter  1 7 


DESIGN  YOUR  HOME  FOR  BETTER 

LIVING 


In  the  preceding  chapters  we  have  studied  many  problems  in  the 
design  of  a  beautiful  and  livable  home.  Such  homes  do  not  happen 
by  accident;  they  must  be  planned,  and  the  planning  is  fun.  Even 
though  you  do  not  expect  to  have  a  new  home  immediately,  it  is  fun 
to  plan  your  “dream  home”  of  the  future.  In  this  chapter  you  will 
plan  the  home  you  would  like  to  have,  the  home  you  may  have  if  you 
plan  well  and  work  hard  to  accomplish  your  dream.  Of  course,  you 
will  have  the  good  sense  not  to  plan  a  home  which  is  an  impossibility 
without  a  million  dollar  fortune. 

It  has  been  pointed  out  that  the  difference  between  beauty  and 
ugliness  is  good  design.  You  have  learned,  too,  that  good  design  and 
fine  color  do  not  wear  price  tags.  A  very  livable  and  beautiful  home 
may  cost  far  less  than  a  millionaire’s  mansion.  Your  own  good  taste 
and  common  sense  are  the  most  important  requirements.  At  any  rate, 
dreams  are  free,  so  you  can  enjoy  this  project  with  no  budget  at  all! 

Select  the  site.  Let  us  suppose  that  you  are  going  to  build  a  new 
house  and  that  you  must  find  the  ground  upon  which  to  build  it. 
What  are  the  points  that  you  will  consider? 

1.  Where  would  you  like  to  live?  What  is  your  plan  of  life  for  the 
future?  Do  you  prefer  to  live  in  a  big  city?  In  the  suburbs?  In  the 
country? 

2.  Are  utilities  available?  If  you  wish  to  have  gas,  electricity,  water, 
and  telephone  for  your  home,  you  must  consider  their  cost.  For  ex- 
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The  small  ranch  house  shown  above  appeals  to  many  people  as 
suited  to  simple  and  comfortable  living. 
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This  small  modern  house, 
called  the  “ House  that’s 
handy  to  live  in,”  gives 
privacy  to  the  inhabitants 
but  provides  plenty  of  op¬ 
portunity  for  outdoor  living. 
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ample,  if  you  are  thinking  of  buying  a  site  in  the  country,  is  water 
available  and  included  in  the  purchase  price,  or  would  you  have  to 
pay  for  digging  a  well  and  installing  a  pump? 

3.  Are  schools  within  convenient  distance?  A  shopping  district? 
The  church  which  you  wish  to  attend? 

4.  Is  transportation  to  your  work  satisfactory? 

5.  Is  the  district  one  where  you  wish  to  plan  for  a  permanent 
home? 

Suggestions  for  further  study.  If  you  could  buy  a  site  for  your 
house  at  the  present  time  in  your  locality,  where  would  it  be?  Ob¬ 
tain  prices  and  particulars  about  the  points  discussed  in  the  pre¬ 
ceding  paragraph. 

Choose  the  style  of  house.  After  you  have  decided  on  the  loca¬ 
tion  of  your  dream  house,  you  must  next  decide  what  style  of  archi¬ 
tecture  you  prefer.  Will  it  be  a  traditional  or  modern  type?  The 
illustrations  in  Chapter  14,  “Homes  for  Today  and  Tomorrow,” 
suggest  different  designs  in  both  traditional  and  modern  houses.  The 
pictures  on  pages  358  and  359  show  a  small  ranch  house  and  a  small 
modern  style  house.  The  floor  plans  are  shown  with  each  house. 

The  little  cottage  shown  on  page  358  is  a  typical  ranch-house  de¬ 
sign.  The  large  porch  covered  with  an  extended  roof  helps  to  give  it  a 
charming,  homey  atmosphere.  The  floor  plan  below  the  picture  shows 
the  front  entry  at  the  end  of  the  long  porch  opening  into  a  large 
combination  living  and  dining  room.  A  hall  leading  from  this  room 
gives  access  to  all  the  other  rooms  in  the  house  and  to  the  basement 
stairs.  A  full  basement  provides  space  for  a  laundry,  the  heating  unit, 
and  a  recreation  room.  The  exterior  walls  are  finished  with  a  com¬ 
bination  of  brick  veneer  and  vertical  siding  (sometimes  called  board 
and  batten). 

Does  this  delightful  little  home  appeal  to  you  as  your  ideal  home 
of  the  future?  Certainly  it  has  many  features  which  make  it  an  at¬ 
tractive  and  livable  house. 

Now  consider  the  small  modern  house  shown  on  page  359. 
The  front  entrance  is  reached  by  a  walk  between  the  garage  and 
house.  The  walk  continues  around  the  corner  of  the  garage  to  the 
kitchen  door.  The  same  roof  which  covers  the  house  extends  over 
the  walk  and  garage.  It  also  projects  from  the  living-room  wall  over 
the  outdoor  living  area. 

A  study  of  the  floor  plan  shows  that  the  living  room,  dinette,  and 
kitchen  are  arranged  in  an  attractive  and  convenient  way.  The  loca¬ 
tion  of  the  garage  and  the  covered  passageway  to  the  house  provides 
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easy  transportation  of  groceries  and  other  supplies  brought  home  in 
the  family  car. 

Further  study  of  the  plan  will  show  generous  storage  space.  There 
is  a  large  closet  in  each  bedroom  and  in  the  den  which  could  also  be 
used  for  a  bedroom.  Storage  is  also  provided  in  the  garage. 

This  house  was  designed  and  built  in  California,  but  it  is  adapta¬ 
ble  to  moderate  climate  zones  and,  with  increased  insulation,  to 
colder  climates.  It  takes  advantage  of  the  opportunity  to  extend  living 
to  the  out-of-doors,  and  a  section  of  the  ground  is  “walled  in"  with  a 
high  board  fence  which  gives  that  area  almost  as  much  privacy  as  any 
portion  of  the  house.  The  street  view  protects  the  privacy  of  the 
occupants  and  yet  is  not  forbidding  to  passers-by. 

Do  you  see  why  this  design  has  been  called  the  “House  that’s  handy 
to  live  in”?  Perhaps  it  will  appeal  to  you  for  future  living. 

Build  your  house  to  suit  the  site.  It  has  been  pointed  out  in  our 
previous  study  that  a  house  built  on  a  hillside  should  be  adapted  to 
the  slope  of  the  ground.  (See  page  319.)  It  is  equally  true  that  a  house 
built  on  level  land  should  seem  to  belong  to  the  ground.  We  know 
that  foundation  planting  helps  to  relate  a  house  to  its  site,  but  the 
design  of  the  house  is  very  important  in  tying  it  to  the  ground. 

The  houses  shown  on  pages  362  and  365  are  built  on  level  ground 
and  are  designed  to  fit  their  sites.  The  farmhouse  on  page  362  fits 
into  the  landscape  very  well  indeed.  The  low,  wide  structure  with  its 
spreading  roof  seems  to  have  grown  like  the  trees  which  surround  it 
and  protect  it.  The  low,  horizontal  lines  blend  with  the  broad,  sweep¬ 
ing  lines  of  the  prairie.  This  house  in  its  beautiful  setting  was  built 
in  eastern  Iowa,  and  if  you  are  on  a  motor  trip  between  Iowa  City 
and  West  Liberty  you  can  see  it  from  the  highway. 

The  house  on  page  365  was  built  in  Highland  Park,  Illinois, 
a  suburban  town  north  of  Chicago.  Here,  too,  the  house  design 
is  harmonious  with  the  flat  ground.  The  trees  and  foundation  plant¬ 
ing  help  to  create  a  pleasing  relationship  of  house  and  site,  but  the 
design  of  the  house  itself  is  the  most  important  factor  in  producing  a 
unified  effect. 

Suppose  that  instead  of  the  houses  shown  on  these  two  pages,  a  tall 
narrow  house  had  been  built  for  the  farmhouse  and  a  square  brick 
house  like  the  lower  one  on  page  317  had  been  built  for  the  suburban 
house.  What  sad  mistakes  these  would  have  been.  Unfortunately, 
many  such  mistakes  have  been  made.  You  have  only  to  keep  your  eyes 
open  as  you  ride  through  country  and  town  to  see  many  such  mis¬ 
takes.  This  is  another  place  where  we  should  think  before  we  plan, 
and  plan  well  before  we  build. 
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The  Business  of  Farming  Magazine;  United  States  Gypsum  Company 

This  “Design-for-Better-Living  Farmhouse”  is  well  suited  to  its  site  on  a  mid- 
western  prairie  in  eastern  Iowa.  The  floor  plan  for  this  attractive  home  is  shown 
on  the  opposite  page. 
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How  pleasant  life  might  be  in  this  comfortable  and 
delightful  farmhouse.  Set  well  back  from  the  road,  it 
is  beautifully  framed  by  the  great  trees  on  either  hand 
and  by  the  broad  sweep  of  lawn  in  front  and  the  ex¬ 
panse  of  sky  behind  it.  The  house  with  its  long,  loio 
lines  clings  to  the  ground  and  seems  really  to  be  part 
of  the  ground  itself.  A  study  of  the  floor  plan  above 
shows  a  thoroughly  livable  home.  The  picture  window 
in  the  living  room  looks  out  upon  a  fine,  far-reaching 
view,  and  the  corner  windows  in  the  bedrooms  pro¬ 
vide  a  maximum  of  light  and  leave  a  maximum  of 
wall  space  for  placing  furniture.  The  utility  room  and 
the  kitchen  both  have  easy  access  to  the  outdoors.  A 
large  fireplace  in  the  living  room  provides  for  jollv 
occasions  during  the  winter  months. 
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The  house  that  grows.  Many  people  who  want  to  build  a  house 
find  that  they  cannot  afford  to  build  as  large  a  one  as  they  woidd 
like  to  have.  In  many  cases,  the  expansible  house  is  the  answer  to  this 
problem.  Instead  of  building  a  dream  house  complete,  a  small  house 
can  be  planned  for  expansion  and  growth. 

The  plan  for  the  complete  house  is  planned  first,  then  the  basic 
unit  to  be  built  first  is  selected.  This  basic  unit  must  provide  all  the 
essentials  for  a  small  family,  including  living  room,  dining  space, 
kitchen,  bedroom,  storage  space,  heating  equipment,  and  laundry 
facilities.  Generally  it  is  necessary  for  one  or  more  rooms  to  serve  two 
purposes. 

The  plan  for  an  expansible  house  on  pages  366  and  367  shows  how 
a  small  basic  unit  containing  three  rooms  and  bath  can  be  expanded 
to  include  six  rooms  and  an  alcove  suitable  for  a  study  or  sewing 
room.  In  the  first  stage  the  house  has  a  large  bedroom  with  an  alcove 
usable  as  a  nursery,  dressing  space,  or  study.  The  kitchen  is  large 
enough  for  a  dining  area. 

In  the  expanded  house,  a  new  living  room  with  fireplace  is  added, 
and  the  old  living  room  becomes  the  dining  room.  In  the  old  bed- 
room,  a  partition  is  added  which  divides  the  alcove  and  a  small  com¬ 
bination  guest  room  and  study.  The  newly  added  garage  helps  to 
create  a  patio  which  serves  both  as  an  entrance  patio  and  as  an  out¬ 
door  living  space  for  the  family. 

Many  old  houses  have  been  enlarged  from  time  to  time  by  build¬ 
ing  on  additions.  Generally  these  additions  create  the  unfortunate 
effect  of  a  house  design  that  has  been  patched  together  without  bene¬ 
fit  of  an  over-all  plan.  If  you  decide  to  build  an  expansible  house 
which  will  grow  with  the  years,  be  sure  to  plan  the  complete  house 
before  you  build  the  basic  unit.  Only  in  this  way  can  you  be  sure  of 
an  attractive  and  livable  house  at  all  stages  of  its  development.  Study 
the  house  that  grows,  shown  on  pages  366  and  367,  and  you  will  see 
the  advantage  of  preliminary  planning. 

The  floor  plan  should  suit  your  needs.  The  plan  of  rooms  is 
very  important  to  ease  and  convenience  of  living.  Think  carefully 
about  the  arrangement  of  rooms  that  will  suit  you  best.  Even  though 
you  are  planning  a  dream  house  for  the  present,  you  should  consider 
the  practical  point  of  view.  Think  of  your  house  as  a  place  to  be 
lived  in,  not  as  a  place  to  show  off  to  your  friends.  Remember  that 
beauty  and  utility  are  partners.  (See  Chapter  3.) 

The  plan  of  the  small  modern  house  shown  on  page  368  has  several 
features  which  suit  the  needs  of  many  families.  As  you  study  the  plan, 
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This  delightful  suburban  house,  designed  by  architect  James 
Duncan,  is  beautifully  related  to  its  site . 
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With  gable  end  toward  street,  this  small  house  expands  on  a  narrow  lot.  ( See 
opposite  page.) 


imagine  yourself  walking  along  the  side  of  the  garage  and  stepping 
into  the  entry.  From  the  entrance  hall  you  can  go  straight  ahead  into 
the  living  room.  As  you  step  into  the  room  you  will  see  the  garden 
through  the  window  wall  on  the  opposite  side  of  the  room,  the  fire¬ 
place  to  your  left,  and  the  dining  area  beyond  the  fireplace.  This 
gives  a  pleasant  impression  to  owner  and  guests  alike  as  they  enter 
the  living  room. 

If  this  were  your  own  house,  you  might  wish  to  go  immediately  to 
the  kitchen  and  woidd  turn  to  your  left  from  the  entry.  Here  is  a 
work  area  including  a  sewing  room,  laundry,  and  kitchen.  This  un¬ 
usual  combination  of  units  is  convenient  for  the  housewife.  For  in¬ 
stance,  it  often  happens  that  freshly  ironed  laundry  needs  repairs, 
buttons  sewed  on,  rips  sewed,  or  other  mending.  Instead  of  being 
carried  to  some  other  room,  the  laundry  can  be  mended  in  the  ad¬ 
joining  sewing  area  before  it  is  put  away.  Another  advantage  in  hav¬ 
ing  the  laundry  and  sewing  areas  near  is  the  availability  of  the  iron¬ 
ing  board  and  iron  when  one  is  making  a  garment.  Good  sewing 

366 


I 

I 


Housing  and  Home 
Finance  Agency 

The  final  house 
is  entered  through 
the  side  patio. 


1  CD 


'  □□DED 


o  3  io  isrr. 
scole  •  i 


s 


I 


I 


I 


1 


I 


I 


WEST  E  LE  VATIO  N 


American  Builder;  Ann  Nicholas 

Would  you  like  to  live  in  this 
house ?  Try  it  out  by  walking 
into  the  front  entry  or  by 
driving  into  the  garage.  Then 
imagine  that  you  go  from 
room  to  room  as  you  live  in 
the  house.  Try  the  garden , 
too. 


PLAN 


PLOT 


PLAN 


368 


requires  frequent  pressing.  The  sewing  area  in  this  plan  has  a  built-in 
cutting  table  which  folds  away  when  not  in  use.  This  table  is  also 
useful  for  piling  the  freshly  ironed  sheets  and  other  laundry  as  it 
comes  from  the  ironer. 

Starting  again  in  the  entry  hall,  let  us  suppose  that  you  wish  to  go 
to  a  bedroom.  You  can  turn  to  the  right  directly  from  the  hall  with¬ 
out  passing  through  another  room.  This  arrangement  where  any 
room  can  be  reached  from  a  central  point  without  going  through 
another  room  is  a  feature  which  many  people  like  because  it  cuts 
down  the  traffic  through  the  rooms,  thus  saving  wear  and  tear  on 
floors  and  carpets  and  preventing  annoyance  to  those  who  do  not 
wish  to  be  disturbed. 

Notice  the  unusual  location  of  the  garage  in  this  plan  and  the  en¬ 
trance  through  the  hall  in  the  bedroom  section.  Generally  the  in¬ 
tegral  garage  is  located  so  that  the  entry  is  through  the  kitchen.  Some 
people  object  to  this  arrangement  because  they  say  it  causes  unneces¬ 
sary  traffic  through  the  kitchen  and  the  convenience  of  depositing  the 
groceries  in  the  kitchen  is  not  the  chief  consideration.  The  car  is  not 
always  used  to  bring  home  supplies.  There  are  many  more  times 
when  it  is  more  desirable  to  go  from  the  garage  directly  to  the  bed¬ 
rooms  for  putting  away  coats  and  wraps. 

The  plot  plan  at  the  bottom  of  the  page  shows  the  location  of  the 
service  yard  near  the  kitchen  door,  dining  and  living  terraces  on  the 
garden  side  of  the  house,  and  a  play  yard  which  is  reached  through 
the  garage  door. 

Judge  a  house  plan  by  “using”  the  house.  The  best  way  to  decide 
whether  you  would  like  to  live  in  a  house  from  a  plan  on  paper  is  to 
imagine  yourself  walking  through  the  rooms  and  carrying  on  your 
regular  daily  activities.  The  plan  should  include  the  outside  or  plot 
plan.  If  you  like  outdoor  living,  you  will  wish  to  choose  a  house  that 
allows  easy  access  to  the  outdoors.  The  picture  on  page  370  shows  the 
corner  of  an  L-shaped  house  which  provides  a  delightful  terrace  for 
leisure  hours. 


Plan  for  your  dream  house.  During  the  study  of  houses  you  have 
probably  found  a  style  of  house  which  you  want  for  your  dream 
house.  You  should  also  have  decided  upon  the  kind  of  plan  which 
suits  you  best. 

Collect  pictures  of  houses  and  plans  which  appeal  to  you.  These 
are  available  in  current  magazines,  newspapers,  and  advertising 
booklets. 

It  is  now  time  for  you  to  start  your  permanent  collection  of  pic- 
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West  Coast  Lumbermen’s  Association 


A  delightful  spot  for  outdoor  living  in  the  corner  between  the  two  wings  of  an 
L-shaped  house. 

tures  and  drawings  for  your  portfolio  called  “My  House.”  A  large 
manila  envelope  makes  a  good  portfolio. 

1.  Prepare  a  short,  neat  statement  about  the  site  which  you  have 
selected.  Give  particulars  about  cost,  available  utilities,  and  zoning 
ordinances.  Also  the  facilities  for  transportation,  church,  and  schools. 
If  possible  get  a  snapshot  of  the  site. 

2.  Select  the  house  styles  and  plans  which  are  most  nearly  like  the 
house  you  would  like  to  build,  and  mount  them  nicely  on  colored 
construction  paper.  Put  a  brief  comment  on  each  sheet  telling  why 
you  like  the  house  and  plan. 

Built-in  storage  space  is  essential.  Every  house  plan  should  in¬ 
clude  plenty  of  built-in  storage  space.  Every  part  of  the  house  from 
basement  to  garret,  and  from  front  door  to  back,  needs  storage  space. 
There  is  not  a  room  in  the  house  which  does  not  need  convenient 
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places  for  keeping  some  kind  of  equipment,  such  as  clothing,  house¬ 
hold  supplies,  card  tables,  game  equipment,  musical  instruments, 
dishes,  or  some  other  necessity  for  daily  living. 

In  older  houses  not  much  thought  was  given  to  storage  space. 
Houses  were  built  without  coat  closets  near  the  entry  and  with  bed¬ 
rooms  that  had  no  closets.  People  were  expected  to  hang  their  coats 
on  a  coatrack  near  the  front  door  and  to  buy  big,  cumbersome  pieces 
of  furniture  known  as  wardrobes  for  their  bedrooms.  In  more  recent 
times,  architects  have  paid  more  attention  to  requirements  for  the 
truly  livable  house.  All  kinds  of  storage  space  are  now  planned  for  the 
modern  house. 

Storage  space  in  the  modern  kitchen.  Kitchen  furnishing  in¬ 
cludes  more  pieces  of  equipment  of  various  sizes,  shapes,  and  descrip¬ 
tions  than  for  any  other  room  in  the  house.  Architects  and  industrial 
designers  have  created  many  kinds  of  cabinets  which  are  fitted  with 
shelves  and  drawers  for  convenient  storage.  The  cabinet  sizes  are 
standardized  so  that  they  fit  together,  making  a  wall  of  cupboards  as 
seen  in  the  modern  kitchens  shown  on  pages  194  and  397. 

The  pictures  on  page  372  show  four  of  the  convenient  storage  ar¬ 
rangements  found  in  modern  kitchen  cabinets.  The  upper  left-hand 
picture  shows  a  drawer  which  is  divided  into  compartments  for  con¬ 
venient  storage  of  knives  and  forks.  This  simple  arrangement  is  a 
great  timesaver  for  the  cook  who  is  in  a  hurry.  Here  it  is  very  simple 
to  pick  up  the  utensil  you  want  instead  of  scrambling  through  a 
mixed-up  pile  of  equipment  thrown  together  in  the  same  drawer. 

Another  great  convenience  is  the  rotating  shelf,  as  shown  in  the 
upper  right-hand  picture.  Instead  of  requiring  you  to  reach  into  the 
back  of  the  cabinet  for  something  you  cannot  see,  the  shelf  swings 
out  into  the  open  and  the  pots  and  pans  are  ready  for  you.  This  kind 
of  shelf  is  especially  helpful  in  a  corner  cabinet  where  it  is  difficult 
if  not  impossible  to  reach  the  farthest  spot. 

The  cabinet  shown  in  the  lower  left-hand  corner  has  an  arrange¬ 
ment  for  storing  trays  and  cookie  sheets.  Instead  of  storing  the  trays 
in  a  deep  pile,  making  it  difficult  to  get  the  bottom  ones,  they  are 
filed  in  vertical  compartments.  The  dividers  are  chrome-plated  rods. 
Vertical  compartments  also  provide  convenient  storage  for  cake  and 
pie  tins. 

The  towel  rack  and  drier  shown  in  the  lower  right  picture  is  a 
great  convenience.  It  provides  a  handy,  out-of-sight  place  for  hanging 
tea  towels.  The  chromium  racks  slide  out  into  the  room  when  towels 
are  needed  and  then  slide  back  into  the  cupboard.  A  blower  at  the 
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A  St.  Charles  Kitchen 


Adequate  storage  space  in  the  kitchen  helps  to  make  a  livable  house.  Top  left: 
A  divided  cutlery  drawer.  Top  right:  A  swing  shelf  in  a  corner  cabinet.  Bottom 
left:  Convenient  tray  storage.  Bottom  right:  Sliding  towel  racks  with  blower  for 
drying. 
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The  Business  of  Farming 
Magazine;  United  States 
Gypsum  Company 

This  is  a  convenient 
storage  cupboard  for 
dishes  used  every  day 
when  located  near  the 
sink. 

bottom  blows  warm  air  into  the  cabinet  for  drying  wet  towels 
quickly. 

The  picture  above  shows  a  convenient  dish  cupboard  which  saves 
numberless  steps  when  it  is  hung  above  the  dish-drying  rack.  In  this 
cupboard  the  shelves  are  just  far  enough  apart  to  allow  room  for  a 
stack  of  two  teacups  or  a  sherbet  glass,  and  stacks  of  six  or  eight  plates. 
This  is  much  better  than  shelves  which  are  farther  apart,  allowing 
deep  stacks  of  plates  with  the  small  plates  on  top  of  the  large  ones, 
thus  making  it  difficult  to  get  the  bottom  plates  in  a  hurry. 

Industrial  designers  have  created  many  other  useful  cabinets  which 
you  can  obtain  for  the  modern  kitchen.  The  plan  for  your  dream 
house  should  include  adequate  storage  space  for  kitchen  equipment. 

Storage  space  in  the  bedrooms.  Storage  space  in  the  bedroom  of 
the  modern  house  is  far  different  from  the  days  when  it  consisted  of 
an  old-fashioned  wardrobe  or  a  small  closet  with  a  few  hooks.  Modern 
storage  for  your  wardrobe  has  become  a  storage  wall  extending  across 
one  side  of  the  bedroom.  The  pictures  on  pages  374  and  375  show  two 
storage  walls  containing  drawers,  cupboards,  and  shelves  extending 
from  floor  to  ceiling.  In  the  storage  wall  on  page  374  the  drawers  are 
built  beneath  a  high  window,  and  the  cupboard  to  the  right  is 
divided  into  three  sections.  The  top  section  is  intended  for  storing 
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of  bedroom  storage  wall  provides  ample  space  for  clothing  and 


374 


Ponderosa  Pine  Woodwork 

This  storage  wall  provides  adequate  storage  space ,  takes  the  place  of  a  separate 
chest  of  drawers ,  and  creates  an  attractive  background  wall  for  the  bedroom. 


blankets  and  other  articles  which  are  needed  only  when  the  season 
changes.  The  middle  section  is  fitted  with  slanted  shelves  for  shoes, 
and  the  lowest  section  has  a  rod  for  hanging  blouses  or  shirts.  Hooks 
on  the  inside  of  the  door  provide  places  for  hanging  belts. 

The  storage  wall  shown  in  the  above  picture  was  planned  for  books 
and  an  old  clock  as  well  as  for  clothing  storage.  In  this  wall  the  doors 
slide  back  and  forth,  thus  eliminating  the  nuisance  of  a  door  which 
swings  out  into  the  room  and  obstructs  movement  from  one  part  of 
the  wall  to  another. 

Living  rooms  need  storage  walls.  Living  rooms,  too,  need  storage 
space  for  the  numerous  articles  required  for  daily  living.  Books, 
newspapers,  magazines,  game  equipment,  photograph  books,  maps, 
electric  fans,  card  tables,  and  records  are  some  of  the  things  which 
must  be  kept  somewhere,  and  the  storage  wall  seems  to  be  the  answer 
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United  States  Plywood  Corporation 


The  attractive 


storage 


wall  shown  here  adds  interest  to  the 


living 


room. 
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United  States  Plywood  Corporation 


Here  is  a  storage  wall  that  includes 
interesting  background  wall. 


a  radio  cabinet ,  a  desk,  bookcases,  and  an 
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Popular  Home  Magazine; 
United  States  Gypsum  Com¬ 
pany 

Clever  built-in  cabinet 
for  an  entrance  with 
a  small  cupboard  for 
storing  car  keys  and 
gloves  and  an  open 
shelf  for  incoming 
mail. 


to  the  problem.  The  storage  wall  on  page  376  is  pleasing  in  effect 
and  offers  generous  storage  space.  Again  beauty  and  utility  go  to¬ 
gether. 

In  the  storage  wall  shown  on  page  377,  a  panel  pulls  down  to  open 
the  radio  cabinet.  When  the  leaf  is  down  it  forms  a  table  surface  for 
magazines  and  other  articles.  The  panel  to  the  right  of  the  radio 
forms  a  desk  when  open.  The  panels  above  the  radio  are  equipped 
with  sliding  doors  which  may  be  left  open  if  desired  to  reveal  an  at¬ 
tractive  arrangement  of  books  and  decorative  accessories. 

Most  storage  walls  are  made  from  plywood,  which  is  available  in 
a  variety  of  woods  ranging  from  the  cheaper  soft  woods  suitable  for 
painting  to  the  more  expensive  woods  with  beautiful  grains  that 
can  be  finished  with  stain  or  left  the  natural  color.  The  walls  shown 
on  page  376  are  finished  with  birch,  which  has  a  pleasing  grain  and 
takes  a  nice  finish.  The  walls  on  page  377  are  a  beautiful  walnut  ply¬ 
wood.  Very  nice  effects  can  be  secured  by  painting  the  plywood  as 
shown  in  the  bedroom  storage  walls  on  pages  374  and  375. 

Built-in  storage  space  for  any  room.  Built-in  storage  space  is 
especially  welcome  in  the  dining  room,  where  there  is  seldom  enough 
room  for  the  china,  silver,  and  table  linens. 

Even  the  front  entry  can  be  made  more  livable  by  the  addition  of 
a  small  built-in  cabinet  like  that  shown  above.  It  is  a  wedge- 
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shaped  fixture  wider  at  one  end  than  the  other  with  a  tall  mirror 
above  the  wider  end.  There  is  a  small  cupboard  for  gloves  and  car 
keys  and  an  open  shelf  for  the  daily  mail. 

Storage  walls  are  economical.  The  built-in  storage  wall  is  one 
of  the  characteristic  features  of  the  modern  house.  Anyone  who  is 
planning  to  build  a  house  or  to  remodel  one  should  consider  the 
advisability  of  including  storage  walls.  They  serve  several  purposes. 
First,  they  provide  more  storage  space  than  is  possible  in  any  other 
way;  second,  they  can  take  the  place  of  one  or  more  pieces  of  furni¬ 
ture,  such  as  book  cases,  a  desk,  buffet,  china  closet,  or  radio  cabinet; 
and  third,  they  create  interesting  and  pleasing  backgrounds  which 
help  to  give  a  unified  and  harmonious  effect  to  the  room. 

The  storage  wall  which  reaches  from  floor  to  ceiling  and  from 
wall  to  wall  provides  more  storage  than  several  pieces  of  furniture 
standing  against  the  same  wall  and  costs  no  more  or  probably  less 
than  the  furniture. 


Plan  the  built-in  storage  space  for  your  dream  house.  After  you 
have  decided  on  the  plan  and  style  of  your  house,  consider  the 
storage  problem.  Examine  the  plan  which  you  have  selected  to  see 
whether  enough  storage  is  included  for  each  room. 

If  you  feel  that  the  space  planned  for  storage  is  not  adequate,  add 
it  to  your  plan.  Place  tracing  paper  over  the  plan  and  add  the  new 
storage  space  to  the  plan  which  you  have  traced. 

Furnishing  the  livable  house.  The  most  important  objective  in 
planning  an  ideal  home,  inside  and  outside,  upstairs  and  down,  is 
livable  quality.  As  we  have  said  many  times,  this  includes  comfort, 
convenience,  and  beauty.  Now  that  you  have  reached  the  point  for 
planning  the  furnishing  of  your  dream  house  of  the  future,  remind 
yourself  of  this  never-to-be-forgotten  aim  in  all  house  furnishing — 
livability. 

There  is  no  standard  pattern  to  follow  in  choosing  furnishings  for 
the  livable  house;  each  room  is  a  new  problem  to  be  solved.  In  the 
following  pages  we  shall  consider  the  convenience,  comfort,  and 
beauty  of  several  rooms.  After  this  study  you  will  be  better  prepared 
to  furnish  your  own  rooms  successfully. 

The  entry  hall.  Older  houses  usually  had  “front  halls”  some¬ 
times  of  considerable  size.  Many  houses  more  recently  built  have  no 
halls,  and  the  front  door  opens  directly  into  the  living  room.  Other 
modern  houses  have  small  vestibules. 

Whatever  the  size  of  the  entry,  it  should  be  made  as  pleasant  and 
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Mr.  and  Mrs.  Harold  G.  Taylor 


A  pleasant  and  interesting  hall  which  invites  us  to  enter  the  beautiful  living 
room  shown  on  page  381. 

inviting  as  possible.  Even  though  it  is  a  room  which  we  use  only  as 
a  passageway,  it  should  give  the  impression  that  one  is  about  to 
enter  a  comfortable,  friendly  home.  Too  often  the  hall  is  neglected 
and  bare.  Even  in  the  smallest  entry,  there  can  be  something  to  de- 
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Mr.  and  Mrs.  Harold  G.  Taylor 

A  pleasant  living  room  furnished  in  comfortable  Colonial  style. 


note  hospitality  and  friendliness.  A  gay  rug  on  the  floor  or  a  pleasing 
picture  on  the  wall  suggests  warmth  and  happiness  within. 

The  hall  shown  on  the  opposite  page  is  the  entrance  to  a  house  fur¬ 
nished  in  Colonial  style.  The  interesting  lighting  fixtures  and  the 
beautiful  Oriental  rugs  create  a  pleasant  effect.  This  hall  leads  di¬ 
rectly  into  the  delightful  living  room  shown  above. 

The  living  room.  The  very  name  living  room  suggests  the  quality 
that  we  seek  to  achieve  in  all  rooms — livability.  It  is  here  that 
the  family  gathers  for  their  hours  together,  and  it  is  here  that 
they  entertain  their  friends.  A  living  room  should  be  convenient 
and  pleasant  for  hours  of  visiting,  playing  games,  reading,  listening 
to  the  radio  and  watching  television,  and  resting.  For  these  activities 
we  require  comfortable  chairs,  good  lighting  both  by  day  and  at 
night,  tables  and  shelves  for  books  and  magazines,  and  a  pleasant, 
restful  effect  throughout  the  room. 

The  living  room  shown  on  this  page  has  a  delightful,  friendly  at¬ 
mosphere  which  invites  us  to  tarry  awhile.  We  feel  at  once  that  here 
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A  typical  living  room  in  the  Victorian  period. 


is  a  place  one  could  read,  rest,  or  visit  with  pleasure.  The  combina¬ 
tion  of  white  woodwork,  bookshelves,  cretonne,  Oriental  rugs,  brass 
and  copper  fireplace  accessories,  and  mullioned  windows  has  been 
skillfully  used  to  create  a  lovely  room. 

Now  compare  the  two  living  rooms  shown  on  these  two  pages. 
The  first  is  a  reproduction  of  a  living  room  furnished  in  the  Vic¬ 
torian  style  and  during  the  1890’s  would  have  been  considered  a  very 
beautiful  and  elegant  room.  Judged  by  modern  standards  it  does 
not  seem  so  satisfactory.  First  of  all,  the  windows  with  their  disturb¬ 
ing  curtain  arrangement  demand  our  attention.  Next,  the  ostenta¬ 
tious  gingerbread  decoration  on  the  furniture,  the  conspicuous  pat¬ 
tern  of  the  rug,  and  the  figured  wallpaper  compete  for  our  considera¬ 
tion.  The  only  sources  of  artificial  light  in  the  room  are  the  center 
chandelier  and  the  lamp  on  the  center  table.  This  is  hardly  suggestive 
of  comfort  in  the  living  room  as  we  know  it!  The  whole  room  reflects 
foolish  and  fussy  ostentation  which  does  not  provide  for  visual  com¬ 
fort.  The  type  of  furniture  is  not  conducive  to  physical  comfort,  nor 
is  its  arrangement  convenient  for  the  activities  carried  on  in  a  living 
room. 

Compare  the  effect  in  the  Victorian  room  with  that  in  the  modern 
room  shown  on  the  opposite  page.  Notice  the  severity  of  line  and 
the  absence  of  decoration  in  all  the  furnishings.  Notice,  too,  the 
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House  and  Garden 

A  living  room  furnished  in  the  modern  style. 


group  of  windows  admitting  plenty  of  sunshine  and  daylight  with 
only  fish-net  curtains  to  soften  the  glare.  Modern  furnishing  is  some¬ 
times  described  as  having  dominant  horizontal  lines.  This  is  evident 
in  the  shape  of  the  window,  the  chairs  and  table,  and  the  lamp  shade. 

An  experiment  to  try.  Look  at  the  Victorian  room  shown  on  the 
opposite  page  for  one  minute  and  try  to  imagine  yourself  living  in 
this  room.  Then  try  to  express  in  words  the  feeling  which  this  room 
arouses  in  you.  Repeat  this  experiment  with  the  modern  room 
shown  in  the  above  illustration. 

The  two  living  rooms  shown  on  pages  384  and  385  are  both  charm¬ 
ing  and  very  livable,  but  they  differ  in  character.  Either  one  may 
suggest  to  you  the  type  of  room  that  you  would  like  to  have  for  your 
own;  either  is  a  good  choice.  The  room  on  the  left-hand  page  is  mod¬ 
ern  in  design  although  the  furniture  is  traditional  in  style.  Here  we 
see  several  of  the  characteristics  of  the  modern  house:  plywood-wall 
finish,  built-in  shelves  and  cabinets,  cove  lighting,  and  extensive  use 
of  mirrored  glass  above  the  mantel  shelf.  The  fireplace  is  modern  in 
design.  Altogether  the  effect  has  charming  simplicity  which  suggests 
informal  living  in  the  twentieth  century. 

The  living  room  shown  on  the  right-hand  page  is  completely  tradi- 
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United  States  Plywood  Corporation 

In  this  living  room  a  modern-style  background  is  combined  pleasantly  with  tra¬ 
ditional-style  furniture. 


tional  in  character.  The  Colonial  fireplace  with  a  family  portrait 
above,  the  chintz  draperies,  slip  covers  with  flounces,  and  traditional 
furniture  make  an  unusually  pleasing  combination.  The  forceful 
patterns  of  the  drapes  and  slip  covers  do  not  “fight”  nor  do  they 
compete  with  other  furnishings  for  attention.  The  whole  effect  is 
elegant  and  luxurious. 

Plan  your  living  room.  1.  Collect  pictures  of  rooms,  furniture, 
samples  of  drapery,  and  slip-cover  fabrics,  and  other  pictures  which 
will  show  the  type  of  living  room  you  would  like  to  have. 

2.  Draw  a  large  floor  plan  showing  how  you  would  place  the 
furniture.  Remember  that  you  should  use  the  floor  plan  for  the 
living  room  in  the  house  plan  which  you  selected. 

3.  Add  two  or  more  sheets  of  drawings,  samples,  and  pictures  to 
your  portfolio. 

The  dining  room.  The  dining  room  should  express  the  same  quiet, 
livable  atmosphere  which  we  find  essential  in  the  living  room.  Some 
authorities  hold  that  since  we  spend  a  short  time  each  day  in  the  din¬ 
ing  room,  we  can  use  stronger  color  and  more  exciting  patterns  with- 
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House  Beautiful 


A  spacious  living  room  with  an  effect  of  luxury  and  elegance  but  with  a  decidedly 
livable  quality. 


out  becoming  bored.  Others  feel  that  three  times  a  day  for  several 
years  is  sufficient  time  in  which  to  become  weary  of  wall  paper  with 
a  strong  figured  pattern  or  a  too  brightly  colored  rug. 

The  dining  rooms  shown  on  pages  386  and  387  have  a  happy,  pleas¬ 
ant  atmosphere,  yet  they  differ  in  character.  The  dining  room  on 
page  386  is  informal,  simple,  and  comfortable.  The  people  who 
use  it  prefer  the  charm  of  simplicity.  The  dining  room  on  page  387 
is  much  more  elegant  and  luxurious.  The  people  who  use  this  room 
prefer  a  more  formal  and  “dressed-up”  kind  of  effect. 

Both  rooms  are  in  good  taste.  The  first  room  depends  for  its  beauty 
on  furniture  with  simple,  straight  lines,  chintz  drapes,  and  walls  with 
board  paneling.  The  second  room  depends  on  the  rather  elaborate 
Chippendale  chairs,  Oriental  rug,  paneled  walls,  a  Chinese  table 
runner,  and  silk  brocade  drapes.  There  is  no  ostentatious  display  of 
silver  or  china  in  either  of  these  rooms.  The  few  pieces  of  china  in 
the  wall  cabinet  shown  on  page  386  add  a  pleasant  decorative  touch. 
A  few  good  pieces  of  design  and  color  can  be  used  successfully  on  a 
sideboard  or  table.  It  is  a  good  idea  to  remember  that  the  dining 
room  is  a  room  to  live  in,  not  a  display  room  in  a  china  shop! 

385 


In  many  small  homes  today,  the  traditional  dining  room  has  been 
omitted  as  a  separate  room,  and  one  end  of  the  living  room  is  used 
for  serving  meals.  The  picture  on  page  388  shows  the  dining-room 
end  of  a  combination  living  room  and  dining  room.  This  room  is 
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California  Furniture  Shops,  Ltd.;  C.  R.  Kayser  and  Co. 

A  dining  room  furnished  in  simple,  informal  style. 


A  dining  room  furnished  with  more  luxurious  and  formal  furnishings  than  the 
room  on  the  opposite  page. 


pleasingly  furnished  in  modern-style  furniture.  The  table,  chairs, 
and  sideboard  shows  a  particularly  nice  harmony  of  rectangular 
shapes. 

One’s  own  room.  Most  of  us  have  only  a  bedroom  which  we  can 
speak  of  as  our  own  room.  Of  course,  we  use  the  room  for  sleeping, 
but  since  it  is  the  only  room  where  we  may  secure  privacy,  many  of 
us  choose  to  use  the  room  also  for  other  activities,  such  as  writing, 
reading,  sewing,  and  similar  occupations.  The  furnishings  depend 
on  how  the  room  is  used. 

It  hardly  seems  necessary  to  state  that  the  primary  function  of  the 
bedroom  is  to  provide  rest,  yet  we  see  so  many  bedrooms  furnished  in 
an  unrestful  manner  that  it  seems  necessary  to  emphasize  this  point. 
Again,  we  find  it  necessary  to  provide  for  visual  as  well  as  physical 
comfort.  It  is  exasperating  to  lie  in  bed  and  find  one’s  eyes  compelled 
to  travel  ceaselessly  back  and  forth  over  the  diagonals  or  stripes  of  a 
patterned  wallpaper.  There  is  a  real  sense  of  discomfort  and  unrest 
in  a  bedroom  where  the  furniture  is  too  large  for  the  room.  It  seems 
to  crowd  in  upon  one. 
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Better  Homes  and  Gardens  Magazine 


Modern-style  furniture  used  in  the  end  of  a  combination  dining-living  room. 


Compare  the  bedrooms  shown  on  the  opposite  page.  The  second 
bedroom  illustrates  nearly  every  possible  mistake,  increasing  the 
feeling  of  unrest.  The  wallpaper  has  a  brightly  colored  red-and-green 
pattern  which  forces  our  unwilling  attention.  The  “Modern  Colo¬ 
nial’’  dresser  is  clumsy  and  heavy.  All  the  furniture  is  set  askew,  and 
the  curtains  are  tied  back  in  a  fashion  that  adds  to  the  general  dis¬ 
organization.  Now  look  at  the  first  bedroom  and  feel  the  contrast. 

o 

The  plain  walls,  and  the  furniture  set  straight  and  in  scale  with  the 
size  of  the  room,  help  to  give  a  tranquil  feeling.  How  much  more  joy 
and  satisfaction  we  wotdd  get  from  this  beautiful  chest  of  drawers 
than  from  the  ugly  dresser  in  the  other  room. 

These  two  rooms  afford  an  interesting  comparison  in  another  re¬ 
spect.  Can  you  imagine  what  type  of  person  would  live  in  each  of 
these  rooms?  In  which  would  you  expect  to  find  the  person  of  refine¬ 
ment,  culture,  and  good  taste?  In  what  way  does  the  first  room  fail 
to  express  these  qualities?  We  can  scarcely  fail  to  understand  how  a 
room  expresses  individuality  as  we  compare  these  two  rooms.  The 
very  selection  and  arrangement  of  things  in  a  room  are  an  outward 
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W.  F.  Whitney  Co.,  Inc. 


Two  bedrooms  which  differ  greatly  in  character  and  art  quality.  Top:  A  pleasing 
bedroom  with  Colonial-style  maple  furniture.  Bottom:  An  ugly  bedroom  which 
expresses  a  most  uninteresting  personality. 
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expression  of  personality.  The  first  room  is  ordinary  and  common¬ 
place,  and  the  same  description  might  be  applied  to  its  owner.  It 
lacks  that  quality  which  we  speak  of  as  individuality. 

Your  choice  of  a  furniture  style  will  depend  upon  your  personal 
preferences.  If  you  like  period  styles  you  may  choose  Colonial  furni¬ 
ture  like  that  in  the  upper  picture  on  the  opposite  page.  If  you  like 
the  modern  style  you  may  choose  furniture  like  that  in  the  lower  pic¬ 
ture.  Either  choice  is  a  good  one.  When  it  is  time  for  you  to  choose 
your  furniture,  you  must  decide  what  type  gives  you  the  most  pleas¬ 
ure.  This  is  one  way  in  which  you  express  your  own  individuality. 


Plan  the  dining  room.  1.  Collect  pictures  and  samples  of  materials 
which  you  would  use  in  furnishing  the  dining  room  of  your  dream 
house. 

2.  Prepare  two  or  more  sheets  showing  your  decorating  scheme. 


Good  taste  and  planning  produce  beauty.  The  pictures  on  pages 
392  and  393  show  what  happened  in  a  small,  dreary  city  apartment. 
A  home  economics  class  in  Hunter  College  was  asked  to  decorate  an 
apartment  on  a  limited  budget.  The  bedroom  had  a  tile  floor,  plain 
walls  of  uninteresting  color,  and  an  ugly  steam  radiator  under  the 
window  with  exposed  steam  pipes  running  to  the  floor  above  beside 
the  window.  The  pictures  show  what  careful  planning  and  imagina¬ 
tion  can  do. 

The  picture  on  page  392  shows  a  sleeping  and  reading  corner  de¬ 
signed  with  a  bookshelf  headboard  and  small  chests  at  either  side  of 
the  bed.  An  interesting  print  above  the  headboard  and  modern  lights 
at  either  side  give  a  delightful  effect.  The  floral  pattern  of  the  chintz 
bedspread  is  repeated  in  the  window  draperies,  as  shown  in  the  pic¬ 
ture  on  page  393.  This  picture  shows  the  beauty  treatment  that  was 
given  to  the  ugly  radiator  and  pipes.  Built-in  units  across  the  length 
of  the  wall  give  a  feeling  of  width  and  space  to  the  modest-sized  room. 
The  kneehole  dressing  table  and  storage  cabinet  have  a  twofold  pur¬ 
pose:  They  save  space  and  conceal  the  radiator  and  part  of  the  pipes. 

The  picture  on  page  394  shows  another  room  in  the  same  apart¬ 
ment  planned  for  the  two  children.  The  furniture  was  painted  bright 
blue-green.  A  play-work  table  was  made  by  placing  a  wooden  plank 
on  top  of  an  old  barrel.  The  double-hung  curtains  were  made  of 
unbleached  muslin  with  bands  of  orange  and  blue-green.  The  beds 
have  dark  brown  spreads. 
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Montgomery  Ward;  Hallmark  Furniture 


Modernage  Furniture  Corp. ;  Man-Low 


Two  bedrooms  of  contrasting  styles.  Top:  Quaint  charm 
style.  Bottom:  Simple  severity  expressed  by  modern  style. 


revealed  by  Colonial 
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Tom  Leonard;  reprinted  from  Living  for  Young  Homemakers 


A  sleeping-reading  corner  in  an  attractive  bedroom. 

The  picture  on  page  395  shows  a  little  girl’s  room  equipped  for 
play  and  sleep.  Little  folk  as  well  as  grownups  like  to  have  their  own 
rooms  furnished  to  suit  their  needs  and  interests. 

The  bedroom  on  page  396  is  a  modern  style  with  a  fine  harmony  of 
rectangular  shapes.  Rectangular  form  is  emphasized  in  the  furniture 
design  and  in  the  rubber-tile  floor.  The  whole  effect  is  one  that  is 
likely  to  appeal  more  to  men  than  to  women,  probably  because  of 
the  geometric  motif. 

Plan  the  bedrooms.  Collect  pictures  and  samples  of  the  materials 
you  would  use  in  your  imaginary  house.  Make  a  separate  plan  for  a 
bedroom,  and  write  a  description  of  the  person  who  will  occupy  each 
room. 

The  kitchen.  Kitchens  come  last  but  are  not  least  in  our  discus¬ 
sion  of  room  furnishings.  Everyone  knows  that  the  kitchen  has  an 
extremely  important  utilitarian  value,  but  we  sometimes  forget  that 
it  can  be  a  very  beautiful  room.  The  smooth,  gleaming  surfaces  of 
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Tom  Leonard;  reprinted  from  Living  for  Young  Homemakers 

Another  view  of  the  bedroom  on  the  opposite  page,  showing  a  usefid  built-in 
cabinet  which  hides  an  ugly  radiator. 


modern  kitchen  equipment,  the  lovely  colors  of  linoleum  and  tile 
floors,  and  the  modern,  streamlined  design  of  the  furniture  all  con¬ 
tribute  to  the  beauty  and  usefulness  of  the  kitchen. 

The  two  kitchens  on  page  397  have  the  same  arrangement  of  sink, 
corner  cabinet,  and  range,  but  other  details  of  the  furnishing  are 
different. 

The  upper  kitchen  was  designed  as  a  jolly  country  kitchen.  The 
colors  are  ironstone  white  and  barn  red.  The  floor  is  a  brick  pattern 
in  red,  and  the  walls  are  painted  in  a  matching  tone.  The  dead  white 
of  the  cabinets,  sink,  range,  and  dishes  contrasts  sharply  with  the  red 
background.  A  sawbuck  table  set  with  milk-glass  goblets  and  blue- 
and-white  dishes  blends  with  the  country  theme.  The  double-hung 
curtains  are  made  from  red-and-white  dotted  Swiss. 

The  lower  picture  shows  still  another  treatment  of  the  same  basic 
kitchen.  Blue  cabinets  with  blue-and-white  chintz  curtains  and 
matching  wallpaper  create  a  tidy,  New  England  atmosphere.  The 
floor  is  blue  plastic,  and  the  base  cabinets  are  white.  A  maple  table, 
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Tom  Leonard;  reprinted  from  Living  for  Young  Homemakers 

A  delightful  room  for  sleeping,  playing,  and  working  when  you  are  very  young. 


a  wooden  rocker,  and  rush-bottom  chairs  add  to  the  quaint  effect. 

The  two  treatments  of  the  same  basic  kitchen  show  the  effects 
which  are  possible.  Each  of  them  creates  a  homey,  comfortable  at¬ 
mosphere  through  the  use  of  color  and  various  accessories.  It  some¬ 
times  happens  that  the  modern  kitchen  is  left  white  and  bare-looking 
because  we  are  afraid  to  use  anything  that  is  colorful  and  interesting. 

Plan  the  kitchen.  1.  Collect  pictures  and  samples  of  materials 
which  you  would  like  to  use  in  your  dream  kitchen. 

2.  Add  your  kitchen  plan  to  your  portfolio. 
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Popular  Home  Magazine;  United  States  Gypsum  Company 


A  gay, 


livable  room 


for  a  very  young  lady. 
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American  Tile  and  Rubber  Company 

Perhaps  the  men  in  your  family  would  like  this  bedroom. 

Dreamers  can  be  practical.  Dreams  are  worth  working  for  and 
waiting  for,  but  in  the  meantime  we  must  deal  with  the  realities  of 
the  present.  Your  dream  house  of  the  future  is  probably  years  away, 
and  your  home  for  the  present  may  offer  a  real  problem  to  be  solved. 
You  should  not  be  discouraged  because  you  cannot  have  everything 
you  want  at  once,  but  be  happy  to  work  at  making  your  present  home 
more  livable.  You  have  learned  much  that  should  help  you  to  tackle 
a  decorating  problem  with  success.  You  might  begin  by  doing  over 
your  own  room  or  with  the  consent  of  your  parents  refurnishing 
some  other  room  in  the  house.  Perhaps  before  many  years  you  will 
establish  your  own  home  though  you  are  not  able  to  build  the  house 
of  your  dreams. 

The  following  story  of  a  young  couple  who  were  forced  to  live  in 
a  one-room  apartment  tells  how  they  made  it  a  very  livable  home. 

One-room  apartment — convenient,  comfortable,  and  beauti¬ 
ful.  The  young  couple  who  rented  a  one-room  apartment  despaired 
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( Text  continued  on  page  400 ) 
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McCall’s  Magazine 


Two  charming  styles  of  furnishing  for  the  same  kitchen. 
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Reprinted  by  courtesy  of  Woman’s  Day 
Magazine,  copyright,  1951 

Top:  Built-to-fit  bookshelves  and 
desk  make  fullest  use  of  space. 
Left:  “Before”  photograph  of 
room’s  work  end. 
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Reprinted  through  the  courtesy  of  Woman’s  Day  Magazine,  copyright,  1951 

Simplicity  and  interesting  colors  create  this  pleasant  room 
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Day  Magazine,  copyright,  1951 


Reprinted  through  the  courtesy  of  Woman’s 

The  bed-sofa  unit  is  shown  closed  for  daytime 
full  size ,  with  arms ,  cushions,  and  slipcover  r 
hold  extra  bedding. 
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( Continued  from  page  396) 

of  ever  being  able  to  squeeze  into  it  all  the  things  that  they  would 
need.  Besides  the  usual  equipment  of  chairs,  table,  bed,  and  chests, 
they  would  need  ample  desk  space,  for  the  husband,  a  writer,  worked 
at  home. 

Two  built-to-fit  pieces,  one  at  each  end  of  the  long,  narrow  room, 
took  care  of  two  major  necessities  and  at  the  same  time  made  the 
room  appear  wider.  Across  the  window  end  of  the  room,  a  desk  was 
constructed  in  free  flowing  form  from  wall  to  wall,  surrounding  the 
radiator  at  one  end,  as  shown  in  the  picture  on  page  398,  and  taper¬ 
ing  to  a  point  at  the  other  end,  as  shown  in  the  color  illustration  op¬ 
posite  page  398.  The  radiator  was  concealed  with  a  metal  box  cover. 
All  available  wall  space  between  the  fireplace  and  window  and  above 
the  desk  was  used  for  bookshelves.  Below  the  desk  at  the  right  a  small 
chest  of  drawers  to  hold  paper  and  supplies  was  made  part  of  the  sup¬ 
porting  structure. 

At  the  other  end  of  the  room  a  bed-sofa  unit  was  built,  with  book¬ 
shelves  across  the  top  and  a  slanted  support  for  the  sofa  cushions 
during  the  daytime.  The  bottom  part  of  the  cabinet  allowed  the  bed 
to  slide  underneath  so  that  only  half  of  the  bed  is  used  as  a  daytime 
davenport.  Convenient  storage  bins  hold  extra  bedding,  as  shown 
in  the  lower  picture  on  page  399. 

A  most  pleasing  color  scheme  of  green  walls,  ivory  woodwork, 
black  furniture,  and  cretonne  draperies  and  slip  cover  in  tones  of 
green-blue,  yellow,  and  black  make  a  handsome  color  effect.  Accents 
of  Chinese  red  in  the  mane  and  tail  of  the  ceramic  horse  and  in  the 
zinnias  add  spice  to  the  harmony. 

This  project  in  creating  a  livable  home  proves  once  more  that 
ingenuity,  imagination,  and  good  taste  are  more  important  than  an 
unlimited  budget. 
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abstract  paintings,  244-247 
accessories 

buying,  274-276 
ceramic,  271-272 
apartments,  furnishing,  392-400 
architectural  design 

contemporary,  327-331,  359,  265-369 
exterior,  312-318 
historic,  323-326 
modern  adaptations  in,  323-326 
for  site,  318-319 
arrangement 

convenient,  96-99 
of  flowers,  277-294 
of  furniture,  94-118 
of  pictures,  103-106,  257-259 
of  rugs,  95-96,  197-198  • 
of  window  curtains,  163-165 


backgrounds,  42-43,  141-142,  165-167, 
172-204 
balance 

color,  85-87 

in  flower  arrangements,  288 
formal,  14-18 

in  furniture  arrangements,  100-102 
informal,  19-20 
top-to-bottom,  20-21 
bathrooms 

functional  design  in,  54-55,  191 
lighting  in,  304-305 
modern  design  in,  73-74 
bedrooms 

furnishing,  387-393,  396,  399 
lighting  in,  304 

modern  design  in,  22,  100-101,  117, 
167 


bedrooms — ( Continued ) 
storage  in,  373-375 
traditional,  113 
buying 

accessories,  274-276 
china,  134-136 
curtains,  168-169 
furniture,  219-230 
glassware,  127-128 
rugs,  202-203 
silver,  140 

table  linens,  9-11,  143-146 


ceilings,  176-177,  190 
center  of  interest.  See  emphasis 
ceramics,  171-172 
chairs 

design  in,  205-209 
ladderback,  205-206 
lounge,  213-216 
modern,  207-209 
Windsor,  205-206 
children’s  rooms,  390,  394-395 
china 

buying,  135-136 
decoration  of,  130-134 
Sevres,  130,  132 
Toby  jug,  131-132 
chroma,  74-76 
clocks,  272-273 

Colonial  doorways,  25-28,  36-38 
Colonial  Williamsburg,  39-40 
color 

complements,  82-83 
in  curtains,  151-154 
in  flower  arrangements,  288-290 
in  gardens,  341-344 
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color — ( Continued ) 
harmonies,  79-91 
in  house  exteriors,  321-323 
hue,  67-70 
intensity,  74-76 
neutrals,  69,  72-74 
in  rooms,  1 12-1 14 
spectrum,  68-70 
in  table  settings,  140-143 
texture,  77-79 
triads,  84-85 
values,  72-74 
in  walls,  186-187 
warm  and  cool,  70-71 
cretonne,  159-161 
curtains 

as  background,  165-167 
buying,  168-170 
color  in,  151-154 
function  of,  149-151 
making,  163-165 
pattern  in,  155-163 
for  picture  windows,  168 

decoration,  59-62,  123-127,  130-134, 
136-139,  141-142,  172-175,  201-203, 
210-212,  267-271 
design 

decorative,  59-62,  123-127,  130-134, 
136-139,  141-142,  153-163,  172- 
175,  201-203,  210-212 
in  glassware,  120-128 
structural,  49-52,  138-140 
desks,  216-219 
dining  rooms 

furnishing,  384-388,  398 
lighting  in,  301-302 
modern  design  in,  74-75,  159 
traditional,  151-152,  177-179,  182 
dinnerware.  See  china 
drapes.  See  curtains 

earthenware,  135-136 
emphasis,  39-46,  110-112,  283-284 
entry  hall,  379-381 
etchings,  347-348 

fabrics 

for  chairs,  210-213 


fabrics — ( Continued ) 
for  curtains,  159-163 
for  table  linens,  142-145 
floors 

coverings  for,  195-204 
tiles  for,  199 
flower  arrangement 
balanced,  288 
containers  for,  280-282 
dried,  289-291 
emphasis  in,  283-284 
harmony  in,  288-290 
holders,  292-294 
placing,  298-290 
proportion  in,  284 
rhythm  in,  284-288 

functional  quality,  46-63,  1 14-1 17,  138- 
MO,  149-151,  190-192,  197-200, 
205-209,  213-219 
furnishing 

apartments,  392-400 
bedrooms,  387-393,  396,  399 
children’s  rooms,  390,  394-395 
dining  rooms,  384-388,  398 
kitchens,  392-394,  397 
living  rooms,  381-388,  398-400 
furniture 

arrangement  of,  94-118 
construction,  219-230 
dual  purpose,  224-227 
finishes,  219-221 

functional  quality  in,  205-209,  213, 
219 

lines  in,  205-209 

of  modern  design,  116-117,  207-209 
ornamentation  on,  210-212 
structural  design  of,  205-210,  221- 
224 

woods,  219-221 


gardens 

color  in,  341-344 
foundation  planting  of,  333-337 
on  hills,  337-338 
for  outdoor  living,  338-343 
shrubs  in,  335-337 
small,  341-343 
glassware,  120-128 


harmony 

adjacents,  80-81 
complementary,  82-83 
in  flower  arrangements,  288-296 
in  furniture  arrangements,  94-96 
monochromatic,  79-80 
in  table  settings,  143-148 
triad,  84-85 
highboys,  210-212 
home 

furnishing,  379-400 
livable,  357-400 
planning,  357-400 
selecting  style  of,  358-370 
site  of,  357-360 
house 

expansible,  366-367 
furnishing,  379-400 
plans,  362-370 
storage  space  in,  370-379 
styles,  323-331,  359,  365-369 


Japanese  prints,  249-250 


kitchens 

furnishing,  392-393,  397 
lighting  in,  299-301 
modern  design  in,  53-54,  194 
storage  in,  370-373 


lamps 

design  of,  307-310 
modern,  309-311 
landscapes,  233-239 
lighting 

adequate,  298-305 
in  bathrooms,  304-305 
in  bedrooms,  304 
in  dining  rooms,  301-302 
fixtures,  305-307 
in  kitchens,  299-301 
in  living  rooms,  302-304 
linoleum,  197-200 
living-diningrooms,  114-116 
living  rooms 

furnishing,  381-385,  398-400 
lighting  in,  302-304 


living  rooms — ( Continued ) 

modern  design  in,  25-26,  78,  101— 
102,  153,  187-188,  191-195 
storage  in,  375-378 
traditional,  44,  107,  150,  155-157, 
158,  180,  184,  189,  196,  198 

margins,  354-356 
mirrors,  364-365 
modern  design 

in  bathrooms,  73-74 
in  bedrooms,  22,  100-101 
in  decorative  accessories,  269-273 
in  dining  rooms,  74-75,  159 
in  furniture,  116-117 
in  homes,  327-331,  359,  365-369 
in  lamps,  309-31 1 

in  living  rooms,  25-26,  78,  101-102, 
153,  187-188,  191-195 

neutrals,  69,  72-74 

pictures 

American  scene,  239-241 
arrangements  of,  103-106,  257-259 
city,  236-239 
framing,  251-257 
landscape,  233-236 
matted,  254,  256 
nonrealistic,  244-247 
of  people,  241-244 
selection  of,  232-251 
plastic 

dinnerware,  129 
table  mats,  142 
tiles  for  walls,  190-192 
porcelain,  135-136 
potted  plants,  294-295 
proportion 

in  color  combinations,  87-90 
in  flower  arrangements,  284 
principle  of,  22-30 


radiation,  35-38 
remodeling 
beds,  347-348 
chests,  346-347 
china  cabinets,  349 
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remodeling — (Con  tin  ued ) 
exteriors,  353-356 
mantles,  350-352 
tables,  352 
rhythm 

in  color,  90-91 

in  flower  arrangements,  284-288 
in  furniture  arrangements,  107-111 
principle  of  design,  30-38 
room  arrangement,  See  arrangement 
rugs 

arrangement  of,  197-198 
buying,  202-203 
hooked,  203 
Oriental,  201 
pattern  in,  201-203 
texture  in,  195-197 

silver  flatware 
buying,  140 
design  of,  136-139 
spectrum,  68-70 

standards  for  art  quality,  46-47,  62-64, 
117-118,  230-231,  295-297 
storage  space 

in  bedrooms,  373-375 
built-in,  370-379 
in  kitchens,  370-373 
in  living  rooms,  375-378 
storage  walls,  374-379 


table  linens 
buying,  9-11,  143-146 


table  linens — ( Continued ) 
design  of,  140-142 
lace,  9-11,  142 
tables,  28-29,  224-225 
table  settings,  110-111,  126,  129,  MO¬ 
HS 

taste 

importance  of,  3-6 
tolerance  in,  229-230 
texture,  77-79,  122-123,  155-157,  175, 
176,  195,  197 

tiles 

floor,  199 
wall,  190-192 


utility.  See  functional  quality 


wall  hangings,  262-263 
wallpaper,  172-175 
wall  plaques,  265-267 
walls 

color  on,  186-187 
curtain,  192-193 
glass,  192 
movable,  193-194 
painted,  175-176 
paneled,  180-190 
plastic  tile,  190-192 
windows 

fabrics  for,  159-163 
treatment  of,  149-170 
types  of,  56-58,  168 
woodwork,  177-179 
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